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Creative industries have been in vogue and their increasing importance in economic 
terms has brought the urgency of greater efforts in order to measure and effectively 
assess this phenomenon. Thus, to quantify the dimension of the creative industries, 
several models of measurement were put forward in literature. There are, however, big 
differences between these approaches depending on what creative sectors are 
considered. Thus, different models lead to different outcomes as a consequence of the 
emphasis on a specific creative core and the exclusion of other sectors, prioritizing 
certain industries according to the particular conceptualization of each model.   
This dissertation critically reviews the literature on the existing models of measurement 
of the creative industries and, after that, it presents a thorough mapping of the creative 
industry sectors, taking into account four of the most relevant industry-based 
approaches: DCMS, WIPO, Concentric Circles and UNCTAD. Last, the measurement 
is carried out, estimating the creative employment share in Brazil and per State 
separately, for the year of 2013, according to the four industry-based methodologies 
under study, confronting these results with the existing empirical literature following 
the same approaches, in order to provide a critical assessment of methodologies and 
results. 
The outcomes revealed to be quite contrasting, depending on the peculiarities and the 
emphasis of each approach, varying from 0.82% (using DCMS) to 2.80% (following 
WIPO). Moreover, according to the Concentric Circles model, 2.20% of the national 
employment corresponds to the Brazilian creative industries, while the UNCTAD model 
presents a more modest outcome of 1.46%. These variations suggest that extra care 
should be taken when estimating the size of the creative economy, once it is of pivotal 
importance to ponder which model can better describe the reality of each country, 
taking into account the specificities and the focus of each approach. It is equally 







As indústrias criativas têm estado em voga e sua importância crescente em termos 
económicos traz a urgência de maiores esforços a fim de medir e avaliar eficazmente 
este fenómeno. Assim, para quantificar a dimensão das indústrias criativas, vários 
modelos de mensuração foram apresentados na literatura. Há, no entanto, grandes 
diferenças entre estas abordagens, uma vez que cada uma inclui certos setores como 
sendo os criativos. Assim, diferentes modelos levam a resultados diferentes como 
consequência da ênfase em um núcleo criativo específico e da exclusão de outros 
setores, priorizando certas indústrias de acordo com a concetualização particular de cada 
modelo. 
Esta dissertação revisa criticamente a literatura sobre os modelos existentes de 
mensuração das indústrias criativas e, depois disso, apresenta um mapeamento 
minucioso dessas indústrias, tendo em conta quatro das abordagens industriais mais 
relevantes: DCMS, OMPI, Círculos Concêntricos e UNCTAD. Por último, a medição é 
efetuada, estimando a quota de emprego criativo no Brasil e por estado separadamente, 
para o ano de 2013, de acordo com as quatro metodologias industriais em estudo, 
confrontando estes resultados com a literatura empírica existente que segue as mesmas 
abordagens, a fim de fornecer uma avaliação crítica das metodologias e dos resultados. 
Os resultados mostraram-se muito contrastantes, dependendo das peculiaridades e da 
ênfase de cada abordagem, variando de 0,82% (com base no DCMS) a 2,80% (a seguir 
o OMPI). Além disso, de acordo com o modelo dos Círculos Concêntricos, 2,20% do 
emprego nacional corresponde às indústrias criativas brasileiras, enquanto o modelo 
UNCTAD apresenta um resultado mais modesto de 1,46%. Estas variações sugerem que 
um cuidado extra deve ser tomado ao estimar o tamanho da economia criativa, uma vez 
que é de crucial importância a reflexão acerca de qual modelo melhor poderia descrever 
a realidade de cada país, levando em conta as especificidades e o foco de cada 
abordagem. É igualmente importante compreender os motivos que levam a esses 
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The importance of studying the creative and cultural industries in the contemporary 
world is increasing substantially both in political and academic spheres (Cunningham, 
2002; UNCTAD, 2004; Throsby, 2008b; De Oliveira et al., 2013; Cruz and Teixeira, 
2014, 2015). Creative industries are very susceptible to foster positive externalities in 
the region where they are located (Zheng and Chan, 2014). For instance, they promote 
economic growth, increase the employment rate, strengthen the social inclusion and the 
human development, encourage the regional revitalization, boost competitiveness, 
diminish the social inequality and improve the economic dynamism (UNCTAD, 2004; 
KEA European Affairs, 2006; De Oliveira et al., 2013; UNESCO, 2013). Especially in 
developing countries, creative industries play a crucial role on lowering the barriers 
between those countries and the developed nations (UNCTAD, 2004), as well as they 
contribute to the social inclusion, diminishing the income gap through the creation of 
new jobs and the offer of better ones. Yet, while this kind of industries is envisaged as a 
driver of economic growth in the developed world, the benefit brought by these 
industries is often underestimated when it comes to developing countries, which are 
more unstable in terms of job offers, in adding less value and in presenting narrower 
export earnings (UNCTAD, 2004). Also, despite the importance of these industries, 
their measurement turns out to be an arduous task (UNCTAD, 2004; KEA European 
Affairs, 2006; Throsby, 2008a; De Oliveira et al., 2013; UNESCO, 2013). First of all, 
the existing renowned models have very distinct approaches, since they take into 
account different sets of industries and activities, which lead to a wide range of 
variations in the measurement of the impact and the size of creative industries in a given 
economy (Throsby, 2008b; Cruz and Teixeira, 2014, 2015). Furthermore, it is also 
difficult to collect official data on the creative economy. Some of the reasons are among 
the following: the concept of ‘creative industry’ emerged almost two decades ago with 
the 1998 DCMS Mapping Document (DCMS, 1998), it is somehow recent in the 
literature and there are several definitions put forward that provide different ways of 
measuring these industries; the large number of differentiated companies delivering 
creative goods and services, which increases the complexity of the referred 
measurement; the predominant quantity of freelance and part-time workers in the 
creative economy, who are usually not formally employed and consequently are not 
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captured by national and regional statistics regarding employment, thus, they are hard to 
be determined; and the existence of the ‘gift economy’, in which there is an agreement 
to the transfer of valuables without any expectation of receiving back any sort of 
reward, that tends to blur the effective size and impact of the creative economy, 
particularly in the developing countries (UNCTAD, 2004; De Oliveira et al., 2013). 
Brazil, considered as a developing, emerging economy, constitutes an interesting and 
challenging case to be studied when it comes to analysing the dimension of the creative 
industries. In the World Bank’s Gross Domestic Product (GDP) time series (data of 
September 2014), Brazil was classified as the seventh biggest economy in the world 
(World Bank, 2014). On the one hand, it is a relevant country in terms of its size and its 
importance in the worldwide economic scenario. On the other hand, in the condition of 
a developing country, studies on the creative economy are scarce and data is not easily 
available, leading to a lack of information on the dimension and size of these industries. 
Furthermore, developing nations are much more affected by the problem of economic 
informality and have disadvantages when it comes to institutional and regulatory 
conditions (UNESCO, 2013). Thus, the study of the Brazilian creative economy may be 
a crucial tool for further debate on the topic as well as for raising the awareness of 
policy-makers from developing countries on the importance of designing policies 
focused on the creative sector. UNCTAD (2008) declares that while the developed 
countries are being largely benefited from the economic reinvigoration brought by their 
creative industries, a few developing ones (specially some Asiatic nations, such as 
China, Indonesia, Malaysia and Thailand) are also trying to catch-up with the most 
developed nations and are following the same path. However, the vast majority of the 
developing countries are not engaged in this practice. Ultimately, UNCTAD (2008) 
asserts that one of the biggest constraints when it comes to the developing countries is 
the weakness of their domestic policies. In this context, the present study aims to 
contribute to the literature and to provide useful insights for policy purposes, by 
measuring the size of creative industries and to assess their relative importance in the 
Brazilian economy in terms of their employment. We will perform this measurement 
following some of the most prominent industry-based methodological approaches in 
literature: UK-DCMS - industry-based model (DCMS, 1998, 2001, 2010); WIPO 
copyright-based methodology (WIPO, 2003); Concentric Circles model (KEA European 
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Affairs, 2006) and UNCTAD model (UNCTAD, 2010). Our research focus is on 
industry-based approaches – those making use of industrial codes – in detriment of 
more extensive taxonomies that measure creative occupations or that combine 
occupations and industries. The reason why we chose to focus on industry-based 
approaches was to analyse the country from the perspective of its industrial structure 
and from the sectoral potential of the creative industries. Thus, the thorough mapping of 
the industry-based approaches is adequate for the scope of our study. We depart our 
measurement analysis from the most common approaches to analyse the dimension of 
the creative industry sectors and then we compare all these approaches using the same 
data source/ official database, so that we will be able to critically evaluate what are the 
actual differences between methodologies and conceptualizations, while assessing the 
size of the creative economy. 
The present dissertation is organized as follows. In the next section, we review the most 
recent literature on the creative industries, presenting the most important models of 
classification and measurement of these industries. In the third section, we expose the 
main methodological considerations on the mapping of the industry-based approaches, 
using the International Standard Industrial Classification of All Economic Activities - 
ISIC Rev. 4 and the Brazilian industrial classification, Classificação Nacional de 
Atividades Econômicas - CNAE 2.2. In the fourth section, we estimate the size of 
creative industries in Brazil, and by each Brazilian State, for the year of 2013 (latest 
data available), in terms of their employment, using the above-mentioned 
methodological perspectives. Finally, in the fifth section, we present the main 










2. Literature on the creative industries: a review of the recent literature on the 
topic  
2.1. Literature review on the creative industries: conceptualization and 
definition  
The creative economy is composed by two pillars: cultural and creative industries 
(Throsby, 2008b). Even though there are differences between these two definitions, 
both terms are often used interchangeably, without a clear definition of the concepts, as 
well as their measurement and metrics, which are fuzzy and uncertain (Markusen et al., 
2008).  
The concept of cultural industries relates to the industries that create, produce and 
commercialize creative content that is essentially aesthetic, intangible and cultural in its 
nature (UNESCO, 2006). The final content from cultural industries is typically creative, 
nevertheless creativity is not necessarily applied to the production process. On the other 
hand, creative industries use creativity as an input in the production of final goods or 
services that are not necessarily creative (KEA European Affairs, 2006). Also, 
UNESCO (2006) points out that the term creative industries is broader than the concept 
of cultural industries, because it encompasses the latter as a whole as well as all the 
activities that rely on creativity in their production process and the cultural/ artistic 
production, whether it be a performing actuation at live or produced as a tangible good.  
In turn, the DCMS approach defines creative industries as those that encompass 
“activities which have their origin in individual creativity, skill and talent and which 
have the potential for wealth and job creation through generation and exploitation of 
intellectual property” (DCMS, 2001, pp. 5). Under this perspective, creative industries 
appear to be the combination of arts, business and technology (Cunningham, 2002; 
UNCTAD, 2004). 
The term creative industries flourished in the political and academic spheres in 1994, in 
Australia, inspired by a project named Creative Nation (UNCTAD, 2004; 
Hesmondhalgh, 2008; Throsby, 2008a). However, it was only three years later, in 1997, 
in the United Kingdom, that the above-mentioned concept became popular with the 
Department for Culture, Media and Sport’s (DCMS) report on the creative industries 
(UNCTAD, 2004; Throsby, 2008a; Reis, 2008). The very first attempt to measure the 
size of the creative economy was introduced by the DCMS (DCMS, 1998). This 
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department launched a mapping study regarding the creative industries of the United 
Kingdom, consequently becoming responsible for the popularization of the concept, the 
upcoming studies and the efforts to bring creative industries into the mainstream.  
Over the past decade, the term creative industries has become increasingly renowned 
around the globe with this kind of industries being considered as relevant drivers of 
economic growth and prosperity, leading to the implementation of policies in order to 
promote the creative economy in several developed countries, for instance, in the USA 
(e.g., Florida, 2002; Markusen et al., 2008), in the UK (DCMS, 1998, 2001, 2010, 
2014), in Australia (Cunningham, 2002), in Taiwan (Cultural and Creative Industry 
Promotion Team, 2004), in New Zealand (Walton and Duncan, 2002) or in Singapore 
(Heng et al., 2003). The creative industries were in vogue and their proliferation was 
desirable especially because they were considered the most important factor associated 
with an increase of the economic dynamism and also as enabling industries, engaged in 
adding value to their stakeholders. Thus, policy makers were in the need of more solid 
statistics on the creative sector in order to design policies at national and sub-national 
levels to uphold their growth (UNESCO, 2006). Van der Pol (2008) observes that 
innovation and creativity are important drivers when it comes to the new, knowledge-
based economy, which is based on intense trade and globalization of contents and 
goods. Thus, attempting to meet the necessities of this changing scenario, important 
models were developed in order to classify the creative industries, as well as to measure 
their size in the economy. According to Throsby (2008a), there is one major feature 
when it comes to the models of measurement of the creative industries: each approach 
presents its own definition for these industries, considers a specific set of industries at 
the core and, thus, different models lead to different outcomes of measurement.  
2.2. Literature review on the creative industries: main industry-based 
methodological approaches and taxonomies 
Concerning the measurement of the creative industries, there are three types of 
approaches mentioned in the literature to determine the impact of these industries: i) the 
industry-based approaches, whose focus is on a pre-determined set of industries where 
creativity is an input exhaustively used; ii) the occupational-based methodologies, 
focused on the analysis of creative occupations, following the work of Florida (2002) on 
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the Creative Class; and iii) the combined (occupational and industry-based) 
perspectives, that extend the scope of industry-based approaches in order to measure 
also the creative employment outside the core of creative industries. Given that the main 
purpose of our study is to specifically measure the industry-based employment of 
creative industries in Brazil, and that the industry-based models are the most popular 
empirical arrangements in order to measure the creative industries, we will focus on the 
study of the most relevant industry-based approaches in literature to assess the 
economic potential of each core creative sector in terms of employment at a national 
scale and across Brazilian States. For this purpose, we depart from the industry-based 
models as the starting and most popularized perspective.  
The use of industry-based models to assess the creative economy was first implemented 
by the UK-DCMS report in 1998, with a primary focus on the employment and business 
activities within a core of selected industrial sectors, using the Standard Industrial 
Classification codes (SIC codes), in order to map and study the core creative sectors of 
the United Kingdom at a national level (Cunningham and Higgs, 2008). Industry-based 
approaches use data from censuses and surveys regarding the industry where people are 
employed as well as of businesses within the considered creative industry sectors 
(Cunningham and Higgs, 2008). Although the definition of the first model of 
measurement of the creative industries was originated by the DCMS to the specific 
context of the United Kingdom, other institutions, departments and authors have been 
conceptualizing the creative segments in distinct ways and consequently they have 
formulated other approaches that follow their specific considerations (e.g., 
Hesmondhalgh, 2002; KEA European Affairs, 2006; Work Foundation, 2007; 
UNCTAD, 2008, 2010). From all that has been reviewed, there are five industry-based 
models that are more prominent in the empirical literature (Throsby, 2008a): the UK-
DCMS approach (DCMS, 1998; 2001; 2010), the WIPO copyright-based model (WIPO, 
2003), the Concentric Circles methodology (KEA European Affairs, 2006), the 
Symbolic Texts approach1 (Hesmondhalgh, 2002) and the UNCTAD model (UNCTAD, 
2010). They can be distinguished according to three different lenses:  
                                                                 
 
1 The Symbolic Texts model is mentioned in this section in a descriptive basis, because of its importance 
in the literature. However, once there is no available taxonomy related to this approach in the empirical 
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 Economic, whose focus is on the production process and its output (the final 
creative good or service); 
 Cultural, whose focus is on the generation of cultural content and in strict High/ 
Fine Arts as the epicentre of the cultural production;  
 Value Chain, which focus on upstream (activities traditionally considered as 
cultural) and downstream (activities that have a closer relation with the market) 
creative activities.  
The two industry-based models that are covered by the economic perspective are the 
UK-DCMS and the WIPO copyright-based.  
As already mentioned, the Department of Culture, Media and Sport (DCMS) (1998) 
gave rise to a seminal economic methodology for mapping and measuring the creative 
industries that has been influential since the beginning of 2000s. As stated by this 
approach, the creative industries encompass thirteen different sectors, namely: (1) 
Advertising; (2) Architecture; (3) Art & Antiques; (4) Crafts; (5) Design; (6) Designer 
Fashion; (7) Film & Video; (8) Interactive Leisure Software; (9) Music; (10) 
Performing Arts; (11) Publishing; (12) Software & Computer Services and (13) 
Television & Radio (DCMS, 2010) (cf. Table 1). This approach helped in the 
redefinition of the drivers of economic growth in the United Kingdom in an era 
characterized by globalization and highlighted the relevance of innovation and 
creativity in the new economy: the major input to the production process of these 
industries is creativity (KEA European Affairs, 2006). 
In a nutshell, DCMS template is intuitive, easy-to-use and very popular, however, the 
classifications are limiting, narrow and based on an arbitrary/ eclectic list of 13 creative 
sectors that might be useful and make sense to the specific case of the United Kingdom, 
but may not be suitable for all the contexts of worldwide economies (Cruz and Teixeira, 
2014). It seems that the 13 creative sectors were chosen because they encompass the 
activities that are more connected to creativity in the UK. However, to the best of our 
knowledge, there is no specific criterion followed to include or exclude a sector in this 
                                                                                                                                                                                              
 
literature, being this perspective mainly confined to appreciative and sociological studies, the mapping 
and measurement of this approach was the only one that was not carried out. 
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list. Moreover, not all the 13 DCMS creative sectors can be properly captured by the 
Standard Industrial Classification (SIC). For instance, the activities of Design and Crafts 
cannot be effectively described, given the limitations of the industrial classification 
systems to capture the full information on these activities (Cruz and Teixeira, 2015). 
The international industrial classification, ISIC Rev. 4, includes types of design 
activities (for instance, graphic design, fashion design, product design and interior 
decoration) within the same code (74.10 - Specialized design activities). In what regards 
to the Crafts, there is no specific code for the activities of craftsmen, so that these 
services are not considered in the original DCMS mapping. Moreover, the DCMS 
template applies a percentage (“proportion of code taken”) to each creative sector, 
which is responsible for weighting the creativity of that segment. However, it is a 
drawback inherent to this approach that these proportions are standard values for any 
country and, thus, ignore the existing particularities. Also, each percentage refers to one 
sector and, thus, it turns out to be difficult differentiating the primary and support 
creative activities within each industry (see Table 1).  
The second economic-nature model is the WIPO copyright-based approach, which was 
developed by the World International Property Organization in their Guide on 
Surveying the Economic Contribution of the Copyright-based Industries (WIPO, 2003), 
whose main goal is to provide an instrument to measure the economic impact of a 
nation in terms of its copyright sectors, as well as to allow cross-country analyses and 
comparisons (UNESCO, 2009b). According to David Throsby (2007), the WIPO 
copyright model encompasses industries directly or indirectly engaged in creating, 
manufacturing, producing, broadcasting and distributing copyrighted goods. This 
template is focused on intellectual property rights, thus the main characteristic and the 
criterion for evaluating a sector and its level of creativity is through the copyright factor 
associated with it (KEA European Affairs, 2006; UNESCO, 2009b), where the 
copyright factor is a weight that represents the percentage of copyright activities in each 
industry segment. The WIPO copyright-based approach is widely used in several 
studies around the globe and it is a broader perspective than the DCMS model, taking 
into consideration the telecommunication and high-technology manufacturing sectors 
(differently from the DCMS template) and assessing the whole production process in a 
dynamic way, focusing on forward and backward linkages (WIPO, 2003). WIPO also
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Table 1: UK-DCMS Template Overview
 
Model: DCMS (DCMS, 1998, 2001, 2010) 
 
Approach Characteristics Advantages Drawbacks/ Limitations 
Economic/               
Production Process/  
Final Product 
Focused on activities that demand creativity, 
skill and talent and that present a potential for 
wealth and job creation through the exploitation 
of their intellectual property (DCMS, 1998). 
Pioneer model; widely adopted approach. Limiting/ restrictive quantity of creative 
segments. 
Creative industries encompass 13 sectors, 
namely: Advertising, Architecture, Art & 
Antiques, Crafts, Design, Designer Fashion, 
Film & Video, Interactive Leisure Software, 
Music, Performing Arts, Publishing, Software 
& Computer Services, Television & Radio 
(DCMS, 2010). 
Easy-to-use template, that looks like a 
governmental portfolio (being DCMS the 
pioneer model, there was no previous 
framework on which it could be based). 
Arbitrary selection of the 13 creative 
industries. 
This model was an attempt to reposition the 
drivers of the British economy, focusing on 
creativity and innovation as a source of 
dynamism. 
Intuitive template. SIC codes do not perfectly reproduce the 
structure of the creative industries and 
consequently are limited in terms of 
capturing the complete extent of the activity 
(data inconsistencies within sectors, for 
instance Crafts and Fashion Design). 
Defines the creative industries as the ones 
based on individual creativity. 
The proportions of codes taken are arbitrary 
and are a standard value for any country, 
ignoring the particularities . 




encompasses activities of wholesale, retail sale and rental. This model discriminates 
four different sets of industries in terms of their reliance on copyright material 
(UNESCO, 2009b, 2013) (cf. Table 2):  
 Core Copyright Industries: they are fully dependent on copyright material and 
completely responsible for the creation, production and manufacturing of 
intellectual property. This group encompasses the following sectors: 
Advertising; Collecting Societies; Film and Video; Music; Performing Arts; 
Publishing; Software; Television and Radio; Visual and Graphic Arts 
(UNESCO, 2013, pp. 43); 
 Interdependent Copyright Industries: they cover the production, manufacture and 
sales of goods that are highly engaged in assisting and promoting the creation, 
transmission and usage of copyrights. They are subdivided into Core 
Interdependent and Partially Interdependent: 
 Core Interdependent Copyright Industries: they encompass the 
manufacture, wholesale and retail of Television Sets; Radios; CD 
Players; Cassettes; Electronic Game Equipment; Computers and 
Equipment; Music Instruments (UNESCO, 2009b, pp. 36); 
 Partially Interdependent Copyright Industries: they include the 
manufacture, sales and retail of Blank Recording Material; Consumer 
Electronics; Paper; Photocopiers and Photographic Equipment 
(UNESCO, 2013, pp. 43); 
 Partial Copyright Industries: they are slightly connected to intellectual property 
and mainly consists in creation, production, manufacturing, performance, 
broadcasting, communication, exhibition, distribution or sales of Architecture; 
Clothing and Footwear; Design; Fashion; Household Goods and Toys 
(UNESCO, 2013, pp. 43); 
 Non-dedicated Support Industries: supporting activities related to the copyright 
work, but that are not involved in the Core Copyright Industry, such as 
Wholesale, Retail, General Transportation, Telecommunications and the Internet 
(UNESCO, 2009b, pp. 36). 
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Table 2: WIPO Copyright-based Template Overview
 
Model: WIPO Copyright-based (WIPO, 2003) 
 






Intellectual property right is the core of this model and the output is the copyright. Broader, more robust and more 
objective template than the DCMS 
approach (there is one factor – the 
existence of copyright – that 
determines whether the industry is 
creative or not). 
Difficulty in defining a 
properly value for the 
copyright factor, once it is 
based on empirical studies 
carried out by WIPO, instead 
of paying attention to the 
specificities of the countries. 
Commercially-oriented. 
 The taxonomy is split into the following groups: 
 Core Copyright Industries  (fully dependent on copyright material): Advertising, 
Collecting Societies, Film and Video, Music, Performing Arts, Publishing, 
Software, Television and Radio, Visual and Graphic Arts; 
 Interdependent Copyright Industries  (they are involved in the production, 
manufacture and sales and are divided into two different groups): 
 Core Interdependent Copyright Industries  (which encompass the 
manufacture, wholesale and retail of Television Sets, Radios, CD 
Players, Cassettes, DVD Players, Electronic Game Equipment, 
Computers and Equipment, Musical Instruments); 
 Partially Interdependent Industries  (which include manufacture, sales 
and retail of): Blank Recording Material, Consumer Electronics, Paper, 
Photocopiers, Photographic and Cinematographic Equipment; 
 Partial Copyright Industries  (a fraction of their activities is related to the 
copyright and may exist creation, production, manufacture, performance, 
broadcast, communication, exhibition, distribution or sales of: Architecture, 
Clothing and Footwear, Design, Fashion, Household Goods and Toys; 
 Non-dedicated Support Industries  (support activities related to copyright, but 
they are not involved in the Core Copyright Industry): General Wholesale and 
Retailing; General Transportation; Telephony and the Internet (WIPO, 2003). 
More adequate for developed 
nations where the copyright is 
properly protected. 
Informal economy and piracy 
are not captured and are very 
common in developing 
countries. 
Dynamic analysis that considers 
forward and backward linkages. 
All-comprising taxonomy that 
encompasses not only 
manufacture activities, but also 




Even though this model is often used by its objectivity, once the criterion for selection 
is based on the copyright factor, it also presents some disadvantages, such as the fact 
that the copyright component is usually based on official estimates (namely, industry 
surveys) and is hardly captured, for instance, in the informal economy (UNESCO, 
2009b). Differently from the DCMS approach, WIPO carries out studies in several 
countries in order to stipulate the copyright factors to be used in each particular case, 
however they are not available to every country in the world, as in the case of Brazil; 
and it might be difficult and subjective to define the copyright factors when they are not 
publicly available. Using the WIPO model it will be hard to capture the whole essence 
of the creative economy in developing countries, where economic informality and 
contents’ piracy are more striking (UNESCO, 2009b). 
The second industry-based perspective on measuring the creative economy refers to the 
cultural approaches and includes the Concentric Circles perspective and the Symbolic 
Texts model. These approaches focus on culture as the core centre of artistic production. 
The first one places Creative Arts at the core of cultural industries while the other 
industries are distributed along concentric circles (Throsby, 2008b). The main 
arguments underlying the model are that cultural goods and/ or services present both 
cultural and economic content (UNESCO, 2009b) and that creative ideas arise and are 
disseminated in the form of sound, text or image from the Core Creative Arts and 
increase the cultural value of the final product (Throsby, 2007). The model considers 
that the Core Creative Arts lay at the centre and they encompass Literature; Music; 
Performing Arts and Visual Arts (cf. Table 3 and Figure 1). In the next concentric circle 
lies the Cultural Industries (layer 1), composed by Film; Museums, Galleries and 
Libraries and Photography (cf. Table 3 and Figure 1). The successive layer relates to the 
Creative Industries and Activities (layer 2) and encompasses Heritage Services; 
Publishing and Print Media; Television and Radio; Sound Recording and Video and 
Computer Games (cf. Table 3 and Figure 1). The last concentric circle is concerned to 
the Related Industries (layer 3), which are Advertising; Architecture; Design and 
Fashion (cf. Table 3 and Figure 1) (KEA European Affairs, 2006; UNESCO, 2009b, 
2013). Starting from the centre (the Core Creative Arts), each subsequent increase of 
new layers means that the commercial content grows to the detriment of the cultural 
value (Throsby, 2008b; UNESCO, 2009b). The less cultural content an industry 
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provides to the final good or service, the more distant it will be from the core (High 
Arts) (KEA European Affairs, 2006). On this context, the Work Foundation (2007, pp. 
102) stresses that “the ‘bull’s-eye’ represents where pure creative content is generated”. 
The analysis provided by the Concentric Circles is static, in the sense that it is focused 
on the outcome of the production process (the final good or service), instead of taking 
into consideration the production process and the value chain (Throsby, 2008b). The 
major contribution of the model concerns to the differentiation between the several 
layers, as well as the distinction between Core Cultural Industries – where culture in the 
strict sense is produced – and the several layers of creative industries. The major 
limitation of the model is the difficulty of evaluating and measuring the economic and 
cultural value of goods and services. It is also important to mention that this approach is 
focused on artistic production, which is not exactly the main emphasis of the industrial 
classification systems. Differently from DCMS and WIPO, this model does not apply 
percentages to the codes considered in its mapping.  
 
Figure 1: Concentric Circles model 
Source: Author’s own elaboration , based on Throsby (2008b).
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Table 3: Concentric Circles Template Overview
 
Model: Concentric Circles (KEA European Affairs, 2006) 
 
Approach Characteristics Advantages Drawbacks/ Limitations 
Sociological/ 
Cultural 
Based on the creation and the dissemination of creative ideas, 
through image, text or sound from the Creative Arts/ High Arts. 
Focused on the generation on cultural 
content.  
Difficulty in measuring the cultural and 
economic value of goods and/ or services. 
The taxonomy is divided into four different layers: 
 Core Creative Arts  (non-industrial cultural products): 
Literature, Music, Performing Arts and Visual Arts; 
 Cultural Industries  (outputs are solely cultural): Film, 
Museums, Galleries and Libraries, Photography; 
 Creative Industries and Activities : Heritage Services, 
Publishing and Print Media, Sound Recording, 
Television and Radio, Video and Computer Games; 
 Related Industries  (greatly linked to cultural and 
creative industries): Advertising, Architecture, Design, 
Fashion (KEA European Affairs, 2006). 
The focus of the model is on the importance 
of the Creative Arts, which are seen as the 
centre of the approach and where culture is 
generated. Also, the differentiation between 
all the layers is important. 
Static analysis that takes into account the 
final good or service, instead of all the 
production process. 
The focus of the template is on High Arts, 
which are not the most crucial factor for the 
industrial nomenclatures used in the 
mapping. On the contrary, industrial 
classifications are much more concerned 
about activities such as manufacture, which 
are clearly not in the centre of the Concentric 
Circles approach. 
Creative Arts are located in the centre of the model, where 
creative ideas come from through sound, text or image and they 
are dissipated outside through concentric circles to the other 
industries, which are located in the periphery. 
It does not assign percentages of the codes to 
be considered in the mapping; all the 
activities, be they more or less creative, are 
considered at 100%. 
Cultural goods and services have economic and cultural value. 
The more cultural content an industry adds to the final product, 
closer to the centre (nucleus) it lies. 
The more cultural the content is, the more differentiated it is. 
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The other approach covered by the cultural perspective is the Symbolic Texts model, 
proposed by the sociologist David Hesmondhalgh in 2002, which is based on industries 
involved with industrial production, diffusion and consumption of symbolic texts, 
generating social meaning. These symbolic texts are transmitted through movies, 
television programs, newspapers and others (UNCTAD, 2008, 2010). In a nutshell, 
according to this approach, cultural activities produce meaning through texts or 
symbols. Typical from the European - especially from the UK - studies on the cultural 
industries, the focus of this methodology is on popular culture (UNCTAD, 2010) 
According to this model, cultural industries are classified in three different categories 
(Throsby, 2007):  
 Core Cultural Industries: comprised by the activities whose fundamental goal is 
to create social meaning, producing texts and communicating to an audience, 
based on an industrial production and distribution of content. They encompass 
all these activities: Advertising; Film; Internet; Music; Publishing; Television 
and Radio; Video and Computer Games (UNCTAD, 2008; UNESCO, 2009b); 
 Peripheral Cultural Industries: which are responsible for the production of 
symbols that use semi-industrial and/ or non-industrial means in order to be 
reproduced, for instance, the Creative Arts (Hesmondhalgh, 2002 in Markusen et 
al., 2008; UNCTAD, 2008; UNESCO, 2009b); 
 Borderline Cultural Industries: the ones that are somehow related to the cultural 
industries, however they are not included in this definition. The Borderline 
Industries are composed by the following sectors: Fashion; Software and Digital 
Contents; Sports and Consumers Electronics (UNCTAD, 2008).  
The Symbolic Texts approach has a narrower perspective, once it is focused on the 
generation of symbols in industrial-based production process. 
At last, the Value Chain perspective on measuring the creative economy is developed in 
the UNCTAD’s Creative Economy Report 2010: A Feasible Development Option 
(UNCTAD, 2010). This report is the outcome from the partnership between the 
UNCTAD and the UNDP Special Unit for South-South Cooperation and received 
valuable contributions of UNESCO (United Nations Organization for Education, 
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Science and Culture), ITC (International Trade Centre) and WIPO (World Intellectual 
Property Organization) (UNCTAD, 2010). 
As reported in UNCTAD (2008), the synthesis of the creative economy is reaching 
development and growth through economic and social means, once the creative 
industries bring human and economic development, create jobs, increase the economic 
dynamism, strengthen and diversify the culture. UNCTAD approach is a wide-ranging 
template, in the sense that it promotes an expansion of the concept of the creative 
industries and, instead of taking into account the sectors that deeply rely on the artistic 
component, it considers all the economic activities that are highly dependent on 
intellectual property and that produce symbolic goods and services (UNCTAD, 2004). 
Furthermore, this perspective considers the creative industries as a cycle composed by 
the succession of creation, manufacture and distribution of creative goods and services 
(UNCTAD, 2008). This is the reason why it is enclosed in the Value Chain perspective. 
In this methodology, there is a clear distinction between upstream and downstream 
activities. The first term refers to the activities that are traditionally known and 
classified as cultural ones, such as the Performing Arts, while the other concept refers to 
the activities that are very connected to the market and whose reproduction cost is low, 
for instance, Advertising (UNCTAD, 2008, 2010). 
According to UNCTAD approach, the creative industries are classified in four different 
groups, namely: Heritage, Arts, Media and Functional Creations, which are then 
subdivided into nine subgroups (UNCTAD, 2010) (cf. Table 4 and Figure 2):  
 Heritage: it is seen as what originated all forms of arts and is also considered the 
essence of both the cultural and the creative industries. It encompasses two 
subgroups: 
 “Traditional Cultural Expressions: Art Crafts, Festivals and Celebrations; 
 Cultural Sites: Archaeological Sites, Museums; Libraries, Exhibitions, 
etc” (UNCTAD, 2010, pp. 8). 
 Arts: this category contains creative industries that are essentially dependent on 
arts and culture. The subdivisions include:  
 “Visual Arts: Painting, Sculpture, Photography and Antiques; and 
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 Performing Arts: Live Music, Theatre, Dance, Opera, Circus, Puppetry, 
etc” (UNCTAD, 2010, pp. 8). 
 Media: this group is based on media that is responsible for the communication 
with large audiences through the generation of creative content. It is composed 
by the following subcategories: 
 “Publishing and Printed Media: Books, Press and Other Publications; and  
 Audiovisuals: Film, Television, Radio and Other Broadcasting” 
(UNCTAD, 2010, pp. 8). 
 Functional Creations: the focus of this group is on the functional aspects of the 
goods and/ or services, incorporating three subcategories: 
 “Design: Interior, Graphic, Fashion, Jewellery, Toys; 
 New Media: Software, Video Games and Digitalized Creative Content; 
and 
 Creative Services: Architectural, Advertising, Cultural and Recreational, 
Creative Research and Development (R&D), Digital and Other Related 
Creative Services” (UNCTAD, 2010, pp. 8-9).  
UNCTAD also mentions a group that is known as Related Industries, however they do 
not account for the creative economy, because it would lead to an overestimation of the 
activities that are really vital for the generation of creativity. For an accurate measure of 
the creative economy, the industries that provide the input for the creation process and 
the sectors that manufacture the television that will be used for broadcasting are not 
included in the quantification of the creative industries, although they are needed in the 





Figure 2: UNCTAD model 
Source: Adapted from UNCTAD (2010). 
The UNCTAD template of the creative industries is important in the sense that it applies 
more dynamism to this perspective, envisaging the whole process on an interconnected 
way and considering all the steps that are involved in the generation of creative content 
from the beginning until the end, through the lenses of a value chain perspective. 
Furthermore, it stresses the role of the technology in the generation of intellectual 
property, instead of focusing mostly on artistic activities. Another advantage of this 
model is that it puts emphasis on the potential of the emerging markets entering and 
catching-up with developed countries through the propagation of positive externalities 
common to the creative industries, as previously mentioned. Actually, it is seen as a 
model that is focused on developing countries, because of its list of central products 
(core), which is able to better reflect the reality of these economies (UNCTAD, 2010).  
This approach, just like the Concentric Circles, does not impose any percentage to be 
applied to each industrial code/ activity, so that it considers that every code contributes 
on the same proportion to the creative economy.
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Table 4: UNCTAD Template Overview 
 
Model: UNCTAD (UNCTAD, 2010) 
 
Approach Characteristics Advantages Drawbacks/ Limitations 
Value Chain/  
Upstream & 
Downstream 
Creative industries are considered as the place where a 
cycle composed by the succession of creation, 
manufacture and distribution of creative goods and 
services take place (UNCTAD, 2008). 
Dynamic analysis that take into consideration 
the relationship between upstream and 
downstream activities and considers the 
whole value chain behind the creative 
market. 
It does not apply percentages to each code, so 
that it considers that every code contributes 
on the same scale to the creative economy. 
Creative industries are split into four groups and nine 
subgroups:  
 Heritage: Traditional Cultural Expressions; 
Cultural Sites; 
 Arts: Visual Arts; Performing Arts; 
 Media: Publishing and Printed Media; 
Audiovisuals; 
 Functional Creations: Design; New Media; 
Creative Services (UNCTAD, 2010).  
Focus on the entrance of emerging markets 
and developing countries in a dynamic path 
of worldwide international trade, catching-up 
with more creativity-oriented nations. 
Broader concept in the sense that it enlarges 
the scope of the creative industries from the 
artistic-based activities to the activities that 
are connected with the generation of 
intellectual property and production of 
symbols. 
It stresses the importance of technology for the creative 




2.3. More recent methodological approaches on the measurement of the 
creative industries 
Once industry-based models have not been able to accurately compute the measurement 
of the creative employment, a second category of approaches was developed in the 
literature, as a response to the weaknesses of the former methodologies (cf. Subsection 
2.2). This second wave is represented by the occupational-based approaches, which 
have emerged and been popularized by Richard Florida’s study on the Creative Class 
(Florida, 2002) and which are mainly focused on analysing the creative occupations 
(Cunningham and Higgs, 2008; Foord, 2009). The methodologies of the second wave 
use Standard Occupational Classification codes (SOC codes) and highlight the role of 
the workers in creative occupations across all the sectors of the economy, as a driver of 
economic growth (Cunningham and Higgs, 2008). The establishment of this new 
approach was based on the important need of adapting the pre-conceptualized models to 
the new economic reality, which became more knowledge-driven and has been 
gradually reliant on several creative occupations that were not included in the traditional 
creative industries. Thus, the scope of creative occupations goes beyond that of the 
creative industries (Foord, 2009). While the concept of creative industries includes all 
the workers who work in that specific creative sector, even the ones who are not directly 
responsible for developing creative tasks but are incorporated in a creative industry, 
creative occupations comprise all the workers who are linked to creative jobs, even if 
they are self-employed or work in remote, non-creative industries (Markusen et al., 
2008; Foord, 2009). In general, creative occupations offer higher wages and there is an 
effort in order to attract and to maintain these talented workers within a region (Foord, 
2009). According to Florida (2002), cities need to attract a Creative Class in order to 
reach their development path (UNESCO, 2013). In this context, Florida’s Creative 
Class stresses the importance of having a degree, overlooking the creative workers who 
have not had a high educational attainment (e.g., craftsmen) but that may perform 
creative tasks as well. This argument has been subject to criticisms, since in the author’s 
perspective there are creative occupations with a not necessarily higher education that 
are not included in his definition of Creative Class (Markusen et al., 2008), thus, 
conflating Creative Class with human capital. This second wave provides a sociological 
overview of the creative economy and focus on the importance of the Creative Class 
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rather than on the creative industry sectors. Despite the importance of this 
methodological perspective, it is not safe from shortcomings. Namely, there is no 
information on the industrial affiliation of the creative workers and no knowledge about 
the production process where they might be incorporated. Besides, occupational-based 
approaches tend to be all-comprising and very broad perspectives of the creative 
economy, which usually lead to highly inflated estimates of the creative employment 
(e.g., CGS, 2014; Novak-Leonard, 2014).  
As an attempt to overcome the limitations of the occupational-based models and to deal 
with the weaknesses of most popular approaches of the second wave, researchers in the 
developed world, from countries such as Australia (from the ARC Centre of Excellence 
for Creative Industries and Innovation) and France (from the French Culture Ministry’s 
Department for Planning and Statistics), have created a model that is the combination of 
the two former approaches. This third-wave approach combines industry and 
occupational data (Higgs and Cunningham, 2007). Thus, the ARC Centre of Excellence 
for Creative Industries & Innovation (CCI) developed a third-wave model proposing a 
more solid, complex and multi-dimensional methodology that comprises the Creative 
Workers, the Support Workers within the creative sectors and the Embedded Creative 
Workers - creative workforce within other non-creative industries (Higgs and 
Cunningham, 2007; Throsby, 2008b). According to these authors (Higgs and 
Cunningham, 2007, pp. 4), this approach, known as the Creative Trident, “reduces the 
impact of the lack of richness within the business, industry and occupational data-sets 
and in the official national data classification systems”. The outcome of this approach 
tends to be more enriching given that it takes into account the direct economic effect of 
the embedded creative workforce across all the industry sectors of the economy, which 
has been traditionally neglected in former approaches (Higgs and Cunningham, 2007; 
Throsby, 2008a).  
Under this new approach, a work suggested by Creative Skillset (2013) has been 
performed using Standard Industrial codes (SIC) and Standard Occupational codes 
(SOC) in the measurement of the creative economy of the UK and the selection of the 
creative industries is based on their creative intensity, corresponding to the percentage 
of creative occupations in these industry sectors. 
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Still using this third-wave perspective, another model has been presented by UNESCO 
Institute for Statistics (UNESCO, 2009a). According to this report, cultural industries 
are “a set of activities that produce and distribute cultural goods or services, which at 
the time they are considered as a specific attribute, use or purpose, embody or convey 
cultural expressions irrespective of the commercial value they may have” (UNESCO, 
2009b, pp. 17). Using SIC and SOC codes, this approach aims to specify how cultural 
meaning is originated and disseminated and the focus is placed at the level of 
relationships, swaps, linkages and networks across the cultural sector (UNESCO, 
2009a).  
2.4. The Brazilian research on the taxonomies of the creative industries 
The role of the creative economy in Brazil has been increasing, so that it started being 
assessed with more frequency and this trend has brought up the urgency of greater 
efforts to the further study and measurement of the creative sectors.  
To the best of our knowledge, the first mapping and measurement of the Brazilian 
creative economy was undertook by Sistema FIRJAN2 (2008). Based on UNCTAD 
(2008) and taking into consideration only industrial classification systems, Sistema 
FIRJAN (2008) presents its own template, which expands the UNCTAD’s object of 
study, adopting a perspective of the whole creative value chain, which is subdivided 
into three different groups: i) Core, to which creativity is central and includes Cultural 
Expressions; Performing Arts; Visual Arts; Music; Film & Video; TV & Radio; 
Publishing Market; Software, Informatics & Telecommunications; Architecture; 
Design; Fashion and Advertising; ii) Related Activities, which directly offer goods and 
services that are crucial to the core sectors; iii) Supporting Activities, which provide the 
core industries with goods and services in a more indirect way (Sistema FIRJAN, 2008). 
As reported in Sistema FIRJAN (2008), the core - which is the group that is relevant to 
UNCTAD’s approach and that contributes intensively to the creative economy - 
employed 1.8% of the total formal workers in Brazil in 2006. 
Another study carried out by the same institution, Sistema FIRJAN (2012) insisted in 
the perspective of the creative chain, however, instead of taking into account only SIC 
                                                                 
 
2 Federação das Indústrias do Estado do Rio de Janeiro (FIRJAN). 
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codes, it also considered SOC codes. Moreover, besides the twelve core creative sectors 
considered in the previous study, other two were included: Research & Development 
and Biotechnology (Sistema FIRJAN, 2012). This time, it was estimated that the 
creative employment corresponded to 1.7% of the total national employment in 2011 
(Sistema FIRJAN, 2012).  
The third mapping template from this institution, which was released in Sistema 
FIRJAN (2014), still divides the creative economy into three sectors (Core, Related and 
Supporting), however, the difference is that the Core Creative sectors were grouped in 
four segments, namely: i) Consumption (Advertising; Architecture; Design and 
Fashion); ii) Culture (Cultural Expressions; Heritage & Arts; Music; Performing Arts); 
iii) Medias (Publishing Market and Audiovisual); iv) Technology (Research & 
Development; Biotechnology and ICTs). According to this study, the employment in the 
creative industries represented 1.8% of the total national employment in 2013. 
The fourth study analysed was undertaken by Fundap3 (2011), which analysed the 
taxonomies proposed by UNESCO, UNCTAD, IBGE4, DCMS, FIRJAN and OIC5 and 
proposed its own methodology, which took into account SIC and SOC codes and the 
informal employment. Contemplating only the State of São Paulo, it was estimated in 
this study that its creative employment share corresponded to 5.2% (considering both 
formal and informal employment and SIC codes), however when taking into account 
occupational data, only the State of São Paulo was responsible for 34.3% of creative 
occupations in the national employment share in 2009 (Fundap, 2011).  
Valiati and Wink Junior (2013) elaborates their own template, which is based on 
Sistema FIRJAN (2008), UNCTAD (2010) and Fundap (2011). They do a comparative 
analysis between all the three mappings, but all of them are not 100% compatible, once 
the taxonomies used in each study are different, although they follow UNCTAD’s 
perspective. The study carried out by Valiati and Wink Junior (2013) led to a detailed 
analysis and quantification of the distribution of the creative industries established in 
                                                                 
 
3 Fundação do Desenvolvimento Administrativo (Fundap). 
4 Instituto Brasileiro de Geografia e Estatística (IBGE). 
5 Observatorio de Industrias Creativas, Buenos Aires (OIC). 
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Rio Grande do Sul, in which was inferred that this State contributed to 5.8% of the 
creative employment in Brazil in 2010. 
Last, De Oliveira et al. (2013) mapped and measured the Brazilian economy according 
to a model that was adapted6 from UNCTAD (2010) and that considers both industry 
and occupational codes. The authors emphasize the lower weight of the creative 
industries in Brazil in comparison to France and the UK and their suggestion is to focus 
on public policies that aim to foment the creative economy (De Oliveira et al., 2013). 
According to this study, when it comes to the formal employment, Brazil presented a 
creative employment share of 1.89% and 1.91% in 2010 considering respectively 
occupations and industries. However, when considering also the informality, the 
outcomes were respectively 4.8% and 3% (De Oliveira et al., 2013).  
Generally speaking, all the above-mentioned studies have two points in common: they 
confirmed the potential of the Brazilian creative economy, emphasizing its better 
performance over the whole economy, as well as they insisted that the government 
plays a key role when it comes to the development of the creative industries, providing 
incentives in financing and investment policies, stimulating the talents retention, 
providing tax deduction and/ or exemption, strongly supporting funding and improving 
the legislation of intellectual property law. In Brazil, the governmental efforts to 
contribute to the creative economy are very recent. In June 1st, 2012, the “Secretaria de 
Economia Criativa” from the Ministry of Culture (SEC/MinC) was created for the 
purpose of fomenting culture and assuring that this becomes a strategic priority in 
public policies regarding the development of the Brazilian economy.  
Despite the existence of the previous mentioned studies on the measurement of the 
creative sectors in Brazil (Sistema FIRJAN, 2008, 2012, 2014; Fundap, 2011; De 
Oliveira et al., 2013; Valiati and Wink Junior, 2013), there is a gap in the literature 
regarding this topic. As we noted, all the above-mentioned models propose their own 
taxonomy, but none of them was focused on following the most renowned industry-
based approaches (described in Subsection 2.2). Again, there are no right or wrong 
                                                                 
 
6 Their model is an adaptation from UNCTAD (2010) in the sense that it excludes the following sectors: 
Audio (sound recording, etc.); Recreation; Archaeological Sites and Software (De Oliveira et al., 2013). 
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models. Instead, different approaches adopt diversified perspectives, highlighting 
certain sectors at the expense of others. However, the importance of following famous 
approaches described in the literature lies in the fact that, once using the same mapping 
structure used in other studies, the comparative analysis between the outcomes from 
different countries turns to be more solid and enriching. To the best of our knowledge, 
there is no assessment of the size of the creative industries in Brazil following either the 
DCMS, WIPO, Concentric Circles or the UNCTAD industry-based approaches in order 
to provide a suitable comparison and contextualization of this country in the 
international panorama. The scarcity of studies on the detailed measurement of the 
creative industries in Brazil limits an accurate perspective of this phenomenon, which 
thus, jeopardizes the design of better-quality governmental policies to promote the 
development of the creative sector in this country. In effect, further contribution on the 
Brazilian creative economy is of pivotal importance to create strong bonds with the 
government, in order to benefit from public policies.  
In this context, our study will provide a detailed account of the creative employment 
within the core of creative sectors, allowing a comparative overview among the most 
commonly used procedures in literature, according to their own definition of creative 
industries. These models continue to be extensively employed in the assessment of the 
creative economy, with several current reports being based on the industrial perspective 
(e.g., Scottish Government Social Research, 2009; Cruz and Teixeira, 2012). In this 
context, we depart our study from these classical and popular methodologies which will 
provide a useful and updated mapping and measurement of the core creative industries 
in a country (Brazil) where the literature on the creative industries is still scarce and at 
an incipient level of development. We will first start by analysing the DCMS model, 
then we will provide the mapping following the WIPO copyright approach. After that, 
we will map the creative industry sectors in accordance with the Concentric Circles 
methodology and, at last, we will describe it using the UNCTAD model. Mapping all 
these approaches will enable us to better complement the literature review carried out in 
Section 2 and to present the major benefits and drawbacks of each template reviewed, as 
well as to perform a thorough comparative analysis of these methodologies departing 





3.1. General considerations 
The goal of the present study is to quantify the size of the creative industries in the 
Brazilian economy in terms of employment, using four different industry-based 
approaches extensively used in the empirical literature on the topic: UK-DCMS 
approach, WIPO copyright-based model, Concentric Circles template and UNCTAD 
methodology. The mapping of the creative economy will contribute for the evaluation 
of the advantages and the drawbacks of each methodology, as well as for a thorough 
comparative analysis of these four models.  
When calculating the size of the creative sectors in the economy, it is crucial that the 
researcher work hard on setting up the database, following strictly the particularities of 
the model and documenting each of the methodological details. Furthermore, it is 
equally important to perform the measurement analysis according to several models 
described in literature, so that it is possible to have a more complete picture of the 
composition of the creative sectors according to each conceptualization. In addition, it is 
fundamental to compare among the different methodological approaches in literature, to 
understand the different outcomes from the models of measurement of the creative 
industries according to their conceptual rationale. 
In order to come up with the outcomes of this research, which involved the detailed 
scrutiny, the mapping and the quantitative analysis of each template studied, the 
thorough interpretation of standard industrial nomenclatures was of particular 
importance for the development of the present work. 
3.2. Mapping the industry-based approaches 
On the mapping exercise, it was observed that each model presented its detailed 
taxonomy based on a specific industrial classification system, according to the country 
where the study was developed, which we standardized through means of conversion 
tables to the same nomenclature in order to be properly compared. In that task, we used 
the latest International Standard Industrial Classification of All Economic Activities – 
Revision 4 (ISIC Rev. 4), the most recent version of the worldwide standard 
classification. This step revealed to be crucial at this stage, in order to standardize all the 
taxonomies under study so that they can be quantified, analysed, compared and 
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evaluated. After standardizing all the templates with the ISIC Rev. 4, we were able to 
convert them into the most recent version of the Brazilian industrial nomenclature 
Classificação Nacional de Atividades Econômicas – Subclasses 2.2 (CNAE 2.2)7 codes. 
The CNAE is the industrial nomenclature for the Brazilian standardization of the 
economic activities codes and the underlying criterion used by the Tax Administration 
in this country. In this work, we used the most detailed level of analysis, CNAE - 
Subclasses 2.28, which presents a breakdown at seven-digit level and is compatible with 
the codes of the latest International Standard Industrial Classification of All Economic 
Activities - ISIC - Rev. 4.  
For the thorough mapping of the Brazilian creative industries, an extensive effort was 
dedicated to adapt the CNAE 2.2 (in accordance with ISIC Rev. 4) to the original 
classifications used in each of the four above-mentioned models, in order to follow the 
closest as possible the specificities of the models here studied. In the mapping of each 
approach, the CNAE 2.2 codes were used at two different breakdowns: at five-digit and 
at seven-digit levels. In order to precisely select the activities that are classified as the 
creative ones, we used the most disaggregated level (seven-digit level), in order to 
interpret the minimum detail of each code for a more accurate mapping task. This 
thorough review revealed to be crucial in interpreting the mapping approaches and in 
the better use of the industrial nomenclature. Even though all the analysis has been 
performed at the most disaggregated level, the tables describing each mapping, which 
can be found in the Annex, are presented at the five-digit aggregated level, in order to 
                                                                 
 
7 The structure of CNAE - Subclasses 2.2 is available online at: 
http://www.cnae.ibge.gov.br/estrutura.asp?TabelaBusca=CNAE_202@CNAE%202.2%20-
%20Subclasses@0@cnaefiscal@0 [accessed in September 2015]. 
8 The new version of CNAE, which is CNAE – Subclasses 2.2, is composed of 20 new subclasses, 
namely: manufacture of organo-mineral fertilizers (20.13-4/01); manufacture of fertilizers, except organo-
mineral (20.13-4/02); service of tugboats (50.30-1/03); shipping terminals management (52.31-1/03); 
maritime pilotage services (52.39-7/01); supporting activities to waterway transport n.e.c. (52.39-7/99); 
publishing of daily newspapers (58.12-3/01); publishing of non-daily newspapers (58.12-3/02); 
publishing integrated to printing of daily newspapers (58.22-1/01); publishing integrated to printing of 
non-daily newspapers (58.22-1/02); development of made-to-order computer programs (62.01-5/01); web 
design (62.01-5/02); product design (74.10-2/03); design activities n.e.c. (74.10-2/99); monitoring 
activities of electronic security systems (80.20-0/01); other security services activities (80.20-0/02); 
professional inspection activities (94.12-0/01); other activities of professional associations (94.12-0/02); 
pet accommodation (96.09-2/07) and hygiene and pets beautification (96.09-2/08). 
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provide a simpler depiction and easy-to-understand vision of each mapping for the 
reader (cf. Tables A1-A4 in the Annex).  
3.2.1. Mapping the traditional DCMS industry-based approach 
Here we present the mapping underpinnings of the traditional DCMS template, which is 
the pioneer model in measuring the creative industries. In that sense, our mapping 
exercise started with the thorough interpretation of the appendixes of the Creative 
Industries Economic Estimates (Experimental Statistics) Full Statistical Release 
(DCMS, 2010)9. Worth of mentioning is that, although it is not the latest version 
released10, the 2010 DCMS Report constitutes the most recent version following the 
popular and traditional industry-based approach, which constitutes the target of the 
present study. 
In terms of code classification, the DCMS technical report analysed is based on the UK 
Standard Industrial Classification of Economic Activity - UK SIC 200711 at the four-
digit level of disaggregation, which is fully compatible12 with the latest version of the 
United Nations’ International Standard Industrial Classification of All Economic 
                                                                 
 
9 The 2010 UK-DCMS Report is available online at: 
https://www.gov.uk/government/uploads/system/uploads/attachment_data/file/77514/CIEE_Full_Release
_Dec2010.pdf [accessed in September 2015].  
10 The DCMS model has been, from time to time, updated. The more traditional DCMS approach, the one 
that takes into account portions of SIC codes, has been replaced by a new methodology that selects the 
creative industries according to their creative intensity, which is the proportion of the workforce that 
works in creative occupations. According to this updated concept, there is a threshold related t o the 
creative intensity and all the industries above this level are considered as creative. In the 2014 UK-DCMS 
Report, for the very first time, the measurement of the creative industries was made based on the above-
mentioned new approach. Basically, it considers not only the thirteen renowned DCMS creative sectors, 
but it also combines them with some creative occupations. Thus, it combines Standard Industrial 
Classification (SIC) and Standard Occupational Classification (SOC) codes. For the specific purpose of 
this study, we will concentrate on the traditional DCMS industry -based approach, where only SIC codes 
are used. 
11 The detailed structure and the explanatory notes of the UK SIC 2007 are available at: 
http://www.ons.gov.uk/ons/guide-method/classifications/current-standard-classifications/standard-
industrial-classification/sic2007---exp lanatory-notes.pdf [accessed in September 2015]. 
12 The authors have not found a direct correspondence table between the UK SIC 2007 and the ISIC Rev. 
4 nomenclatures. Thus, once the UK SIC 2007 and the NACE Rev. 2 are completely compatible with 
each other at the four-digit level, a conversion table from NACE Rev. 2 to ISIC Rev. 4 was used in order 
to make a suitable correspondence between the codes. The correspondence table between the NACE Rev. 
2 and the ISIC Rev. 4 is available at: http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=71&Lg=1 
[accessed in September 2015]. 
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Activities - ISIC Rev. 413. After converting the codes from UK SIC 2007 to ISIC Rev. 4, 
we converted all the ISIC Rev. 4 codes into the CNAE 2.214. An extensive analysis of 
the structures and interpretation of the UK SIC 2007, the ISIC Rev. 4 and the CNAE 2.2 
has been then performed, in order to provide the most complete mapping in accordance 
with the approach here analysed. 
As mentioned in Section 2, the traditional DCMS model – based on the 1998 DCMS 
Report - considers thirteen different sectors of creative industries: (1) Advertising, (2) 
Architecture, (3) Art & Antiques Market, (4) Crafts, (5) Design, (6) Designer Fashion, 
(7) Film & Video, (8) Interactive Leisure Software, (9) Music, (10) Performing Arts, 
(11) Publishing, (12) Software & Computer Services and (13) Television & Radio 
(DCMS, 2010).  
In the case of the Crafts sector, it is mostly composed by individuals who work in 
manual/ handcrafts activities, expressing the culture of their city, region or country. The 
original DCMS report does not include any SIC code on the description of Crafts given 
the difficulty of the industrial nomenclatures in depicting this sector’s activities. 
However, due to the importance of Crafts activities for the Brazilian economy, we opted 
to include them in our mapping exercise on the basis of the governmental dispositions 
concerning this creative sector.  
The Brazilian Craft Program - Programa do Artesanato Brasileiro (Brasil, 2012), which 
is coordinated by the Ministry of Development, Industry and Foreign Trade (Ministério 
do Desenvolvimento, Indústria e Comércio Exterior), aims to promote social inclusion 
and strengthen the impact of the Crafts sector in the economy, increasing the value of 
the products that are 100% Brazilian and full of cultural content. In line with this 
Program, the most important handcrafted activities in Brazil are the following (e.g., 
IPEA, 2009; Brasil, 2012): i) embroidery and intrincated laces; ii) woodcarving, 
wooden musical instruments that were inherited from the African slaves (such as 
                                                                 
 
13 The detailed structure and the explanatory notes of ISIC Rev. 4 are available at: 
http://unstats.un.org/unsd/cr/registry/regcst.asp?Cl=27&Lg=1 [accessed in September 2015]. 
14 The correspondence table from ISIC Rev. 4 to CNAE 2.2 is available at: 





berimbau, zabumba and cuica), wooden articles, jewellery and furniture; iii) clay 
articles (sculptures of saints, traditional dances and everyday life, painted clay figures, 
pottery and pans); iv) soapstone (cookware and soapstone carving sculptures); v) 
manufacture of hammocks; vi) rattan, braided straw and reed (furniture and baskets); 
vii) manufacture of Carnival’s flamboyant costumes; viii) precious stones (gems 
lapidary); ix) tapestry (knotted rugs); x) plaster of Paris articles and sculptures; xi) 
golden grass bags, purses and baskets; xii) table runners and weaving; xiii) steel and 
wood chandeliers; xiv) glass (home ornaments and pottery); xv) metal cookware; xvi) 
decorative candles; xvii) ornaments, necklaces and bracelets made with shells15; xviii) 
fruits and seeds (pottery and home ornaments)16; xix) coloured sand (coloured sand put 
inside bottles to create pictures there)17; xx) recyclable material (recycled cardboard 
pulp bowls, sculpture and cards)18. 
Overall, the mapping of creative activities using SIC codes revealed to be rather hard 
and limited, once these nomenclatures are mostly designed to describe manufacturing 
industries and not so much knowledge-based, artistic and creative activities. The major 
limitations that have been experienced when doing the adaptation of the codes to 
describe these activities were, for instance, the difficulty of encompassing the Crafts 
sector in any industrial code classification, once this type of business is not formally 
captured by SIC nomenclatures. To overcome this challenge, we filtered the CNAE 2.2 
codes that were most related to the manufacture of handcrafted goods (according to the 
list above) and considered them in a small proportion that could properly describe the 
creative/ handcrafted component in our mapping. Despite the limitations and obstacles, 
we attempted at our best to capture this component in our mapping. For instance, Minas 
Gerais, a State from the southeast of Brazil, is abundant in soapstone and nationally 
known by its craftsmen who work with soapstone. Most of the handcrafted items 
include soapstone pans, souvenirs and carving sculptures. In order to capture these 
activities, it was needed to select the CNAE 2.2 code 23.91-5/03, which refers to the 
execution of works in marble, granite, slate and other stones. Given that this code is not 
                                                                 
 
15 No code was found to map the activities of craftsmen who work with shells . 
16 There is no code related to the products made out of fruits and seeds. 
17 No code was found to describe this activity. 
18 No specific code was found related to the products made out of recycled material. 
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specific to describe the soapstone crafts, and that we only needed to account for the 
creative component present in this industrial code, we considered the proportion of 5% 
of it as the residual part corresponding to the soapstone crafts. All the other codes 
included in the Crafts segment were considered at the proportion of 5% of each related 
industry, as in Cruz and Teixeira (2012, 2014, 2015), as an attempt to describe, even at 
a modest level, these important creative activities. In a nutshell, in our mapping we 
considered that 5% of all Crafts industries are composed by creative workers. 
Regarding the categories of Architecture and Design, it was also difficult to select the 
specific industries that should constitute one sector or the other. For instance, we 
considered Architecture as a sector comprising the architectural services, consultancy, 
technical draftsmanship services and technical activities related to architecture, design 
and interior decorating. On the other hand, in the category Design it was considered 
product design, graphic design, furniture and home appliances design services. In our 
perspective and by the interpretation of the appendixes under study, interior decorating 
is more related to Architecture than to the Design sector. Moreover, even though the 
UK SIC 2007 and the CNAE 2.2 are compatible with ISIC Rev. 4, sometimes we 
experienced difficulties in converting one structure into the other. This is due to the 
particularities of each code nomenclature. Consequently, it was necessary to undertake 
an extensive exercise of interpretation to thoroughly read the explanatory notes of each 
classification, in order to better adapt each code and to strictly follow the 
methodological approach contemplated in the 2010 DCMS report (cf. Table A1 in the 
Annex). 
Another point that turned out to be complex during the mapping was dealing with the 
residual codes. Residual codes are the ones that encompass several activities, so that 
they do not accurately describe a specific type of activity. On the contrary, they are in 
general extremely generic and each activity included in the code tends to represent just 
a small portion of the whole. For instance, the CNAE 2.2 code 47.85-7/99 refers to the 
retail sale of other second-hand objects. It is a generic code that encompasses the retail 
sale of several second-hand articles beyond the ones incorporated in the Art & Antiques 
sector. In these cases, it was indispensable to analyse and decide whether the code 
should be considered or not. This obstacle revealed to be typical of the mapping 
activity, no matter the approach that was followed once that, despite the improvements 
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and updates of the industrial classification nomenclatures, they tend to become obsolete 
as they cannot follow the pace of changes in all the knowledge, cultural and creative 
activities that are being gradually developed and continue to present residual codes that 
incorporate more specific activities.  
The DCMS taxonomy does not consider all the codes at 100%. It attributes proportions 
of codes taken, so that some activities are seen as contributing more intensively to the 
creative economy rather than others. The proportions taken of each code are considered 
in full in the measurement task of this study, so that they will be crucial to the definition 
of the accurate percentage of employment within each creative sector. One drawback of 
this taxonomy is related to these proportions. They are somehow designated in an 
arbitrary way, so that they are a standard percentage applied to each code. There is no 
study and evaluation on the peculiarities of each country, in order to adapt the 
proportions to its reality and to obtain a more accurate outcome.  
3.2.2. Mapping the WIPO copyright-based approach 
Here we present the mapping underpinnings of the WIPO copyright-based template, 
which is the model of measurement that takes into account copyright factors associated 
with each industry in order to capture the creative component associated with the 
economic activity.   
This specific mapping exercise followed the detailed interpretation of the 2008 WIPO 
Report, entitled Guide on Surveying the Economic Contribution of the Copyright-based 
Industries19. In the Annexes I and II of this report, all the structure of the groups and 
subgroups of industries that encompass each of the types of Copyright Industries20 – 
Core Copyright Industries, Interdependent Industries and Partial Copyright Industries – 
was thoroughly analysed. The WIPO report takes into account the version 3.1 of the 
UN’s International Standard Industrial Classification of All Economic Activities - ISIC 
                                                                 
 
19 The Guide on Surveying the Economic Contribution of the Copyright -based Industries is available at:  
http://www.wipo.int/edocs/pubdocs/en/copyright/893/wipo_pub_893.pdf [accessed in September 2015]. 
20 Even though we presented the subgroup “Non-dedicated Support Activities” in Section 2, we have not 
taken it into consideration in the mapping and measurement, once these industries that are incorporated 
here are not correlated with the Core Creative. 
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Rev. 3.121. With this information, a supporting correspondence table22 was used in order 
to do the conversion from ISIC Rev. 3.1 to the most recent version of the worldwide 
standard nomenclature, ISIC Rev. 4. Thus, using this table, it was possible to convert all 
the ISIC Rev. 3.1 codes into ISIC Rev. 4 codes. After that, another conversion table23 
was used in order to do the correspondence of the codes from ISIC Rev. 4 to CNAE 2.2 
(at seven-digit level of detail), so that the mapping could be structured according to the 
Brazilian classification system (cf. Tables A2.1 – A2.3 in the Annex).  
The WIPO copyright-based approach takes into account copyright factors, which are 
associated to the Core Copyright Industries, the Interdependent Industries and the 
Partial Copyright Industries. The copyright factor, here interpreted as the creative 
component, represents the dependence of each industry on copyrights and it varies from 
0% to 100%, being 0% the sectors whose products and/ or services have no connection 
to copyrighted goods and 100% the industry that is fully dependent on them. These 
copyright factors vary from country to country. In the case of the Core Copyright 
Industries, the factor is always fully accounted at 100%. In turn, for the mapping of the 
Brazilian Partial and Interdependent Industries, as the copyright factor is not considered 
at 100%, it was carried out a thorough review of the literature specific to copyright 
factors, that allowed infer that, at the best of our knowledge, these factors were not 
publicly available in the case of Brazil, in particular. As this is not the scope of the 
present study to calculate the copyright factors related to Brazil (that can only be 
captured by means of extensive business surveys and interviews with enterprises), to 
account for those factors, we based our analysis on empirical studies24 already 
developed in the topic and in other countries of the world under the scope of the WIPO 
on The Economic Contribution of Copyright-Based Industries (WIPO, 2004; 2008a, b; 
2009a; 2012; 2014a, b, c).  
                                                                 
 
21 The structure of ISIC Rev. 3.1 classification is available online at: 
http://unstats.un.org/unsd/statcom/doc02/isic.pdf [accessed in September 2015]. 
22 The conversion table from ISIC Rev. 3.1 to ISIC Rev. 4 is available at: 
http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=60&Lg=1 [accessed in September 2015]. 
23 The conversion table from ISIC Rev. 4 to CNAE 2.2 is available at: 
http://concla.ibge.gov.br/classificacoes/correspondencias/atividades -economicas [accessed in September 
2015].  
24 The empirical studies above-mentioned are available at: 




As mentioned, there is a consensus in literature that the copyright factor of the Core 
Copyright Industries equals to 100%. Consequently, in our mapping and measuring 
exercise, all the Core Copyright Industries present a copyright factor of 100%, which 
means that their activities are completely attributable to copyrighted, creative goods. It 
is a standard percentage that does not need to be calculated case-by-case. The copyright 
factor of 100% was then applied in all the Core Copyright Industries: i) Press and 
Literature; ii) Music, Theatrical Productions, Operas; iii) Motion Picture and Video; iv) 
Radio and Television; v) Photography; vi) Software and Databases; vii) Visual and 
Graphic Arts; viii) Advertising Services; ix) Copyright Collecting Societies. 
On the other hand, there are two different point of views in literature when it comes to 
the Interdependent Industries (WIPO, 2007b), which are the industries that are focused 
on the manufacture, wholesale and retail of: i) Tv Sets, Radios, VCRs, CD Players, 
DVD Players, Cassette Players, Electronic Game Equipment and other similar 
equipment; ii) Computers and Equipment; iii) Musical Instruments; iv) Photographic 
and Cinematographic Instruments; v) Photocopiers; vi) Blank Recording Material; vii) 
Paper. The first one considers that the copyright factor of the Interdependent Industries 
should also be considered as 100%, once these industries are nearly connected to the 
creation and distribution of copyrighted material (WIPO, 2005; 2007a, b; 2008c; 2013). 
Even though countries like Hungary (WIPO, 2005), Argentina (WIPO, 2013), Bulgaria 
(WIPO, 2007a), Croatia (WIPO, 2007b) and Colombia (WIPO, 2008c) do follow this 
approach, it clearly overestimates the fraction of copyright used for the development of 
the activity as it applies the copyright factor of 100% to all the activities like wholesale, 
retail sale and rental. On the other hand, authors undertaking studies in countries like 
Singapore (WIPO, 2004), Malaysia (WIPO, 2008a), The Netherlands (WIPO, 2014c), 
Thailand (WIPO, 2012), Finland (WIPO, 2014a), Philippines (WIPO, 2008b), Indonesia 
(WIPO, 2014b) and China (WIPO, 2009a) pursue another path. This second set of 
studies considers that, just as in the case of the Partial Copyright Industries, the 
copyright factor of the Interdependent Industries should also be determined specifically 
for each country and this percentage should be less than 100%, which is then calculated 
based on surveys and interviews conducted within each country.  
In our present study, for calculation purposes, and given that our interest is to have a 
factor associated with these industries in order to capture the creative component and to 
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provide a more realistic depiction of these activities, the contribution of all non-core 
copyright industries - Interdependent and Partial Copyright Industries - were weighted 
on the basis of the copyright factors presented in the empirical studies. In this sense, a 
differentiated copyright factor was attributed to each of the Interdependent and Partial 
Copyright Industries, since only a portion of these activities is engaged in the creation 
and production of copyrighted content. All the empirical studies carried out by the 
WIPO in countries that apply partial copyright factors to the activities of the 
Interdependent Industries were then taken into consideration in the definition of the 
copyright factors associated to this group of industries in the case of Brazil (see Table 
A2.4 in the Annex). As previously mentioned, these countries apply copyright factors 
different from 100% to these industries, as it is considered that only a fraction of their 
activities is connected to copyright. In order to describe, in a general manner, the 
copyrighted component of these industries and to apply a weighted factor to Brazil, we 
calculated the simple average of all the copyright factors applied in the empirical studies 
here reviewed on the cases of China25, Finland, Indonesia, Malaysia, Philippines, 
Singapore, Thailand and The Netherlands (WIPO, 2004; 2008a, b; 2009a; 2012; 2014a, 
b, c) (see Table A2.4 in the Annex). Even though there are studies carried out by WIPO 
in regards to Latin American countries, they were not used in our data collection 
because they adopt the opposite path from the one we follow, once they apply 100% as 
the standard copyright factor of the Interdependent Industries. 
At last, the strategy regarding the copyright factors of Partial Industries followed the 
same criterion used for the Interdependent Industries: it was calculated the simple 
average of the copyright factors designated for the Partial Copyright-based Industries in 
the empirical studies here reviewed (China, Finland, Indonesia, Malaysia, Philippines, 
Singapore, Thailand and The Netherlands) (WIPO, 2004; 2008a, b; 2009a; 2012; 2014a, 
                                                                 
 
25 China can be considered a mixed case, once, at the same time, it applies 100% as the copyright factor 
of three sectors of the Interdependent Industries, namely: Manufacture of Tv Sets and Similar Equipment, 
Manufacture of Computers and Equipment, Manufacture of Musical Instruments. On  the other hand, they 
apply partial copyright factors (others than 100%) to other industries from the same group: Manufacture 
of Photographic and Cinematographic Instruments, Manufacture of Photocopiers; Manufacture of Blank 
Recording Material. Manufacture of Paper. In this paper, the copyright factors applied to Chinese 
Interdependent Industries were taken into account, once it is an important emerging country. However, 
this difference leads to an overestimation of the size of the Chinese creative industries (as a consequence 
of an inflated outcome of the Interdependent Industries). 
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b, c) (see Table A2.5 in the Annex). The selected partial copyright factors calculated in 
Table A2.5 were then applied to all the Partial Copyright Industries, namely: i) Apparel, 
Textiles and Footwear; ii) Jewellery and Coins; iii) Other Crafts; iv) Furniture; v) 
Household Goods, China and Glass; vi) Wallcoverings and Carpets; vii) Toys and 
Games; viii) Architecture, Engineering, Surveying. 
As previously mentioned, the copyright factor is a weight that is used as an attempt to 
capture the creative employment in a more accurate way. When multiplied by the 
quantity of employees within each copyright/ creative sector, it yields a measure of the 
creative employment in the industry, according to the WIPO approach. 
The WIPO copyright-based model involves an all-encompassing taxonomy. It includes 
several industries as it is intended to reflect the products and/ or services that are 
connected to intellectual property. It is so broad that it comprises wholesale, retail sale 
and rentals of copyrighted goods, leading somehow to an inflated measurement, once 
activities that are not essentially creative are included in the quantification of the 
creative industries. It, thus, leads to a measurement that takes into consideration 
activities that do not highly rely on copyrights, once even the sectors that are indirectly 
connected to copyrighted goods are inserted into WIPO mapping. Furthermore, apart 
from the extent of this taxonomy, the lack of availability of the copyright factor in the 
case of Brazil revealed to be a hard and time-consuming activity that demanded an 
extensive review of the literature available and the existing empirical studies. 
Indeed, the main obstacle to be mentioned is related to the copyright factor, whose 
application is imposed in this approach. Ultimately, the copyright factors are what will 
evaluate the creative component of each industry. The major problem is that they are 
defined based on empirical studies, instead of being based on the specific context of 
each country, and these somehow ‘arbitrary’ factors do influence the analysis of these 
industries in our study.  
Moreover, countries like Brazil, which are more intensively affected by the problem of 
the informal economy26 towards the creative activities, are not the best examples to 
                                                                 
 
26 The informal employment and the self-employment is not considered in the measurement of the 
Brazilian creative industries undertook in this study. Although it is a limitation of the present study, 
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have their creative industries quantified according to an approach that is focused on 
copyrights.  
As for the advantages of this WIPO template, it offers a greater objectivity in the sense 
that it displays a criterion that defines if the industry is creative or not based on a 
component that is easily observed or quantified by means of business surveys: the 
copyrighted component associated to each industry.  
3.2.3. Mapping the Concentric Circles approach 
Here we present the mapping underpinnings of the Concentric Circles template, which 
is the model of measurement that considers the Creative Arts at the centre of the cultural 
and creative production.    
This specific mapping exercise started with the detailed analysis of the 2006 KEA 
European Affairs Report, entitled The Economy of Culture in Europe, which is a study 
prepared for the European Commission. This report uses the version 1.1 of NACE - 
Nomenclature statistique des Activités économiques dans la Communauté Européenne27 
- which is a statistical classification of economic activities in the European Community. 
Thus, the first step here was to use a correspondence table28 in order to convert the code 
from the EU-level classification NACE Rev. 1.1 to the worldwide classification ISIC 
Rev. 3.129. After that, we converted30 the codes from ISIC Rev. 3.1 to the last version, 
ISIC Rev. 4. Then, we adapted the codes31 to the Brazilian classification, CNAE 2.2. 
                                                                                                                                                                                              
 
which we acknowledge, we managed to assess the creative economy in Brazil with all the official data 
available and with the most recent data possible (year 2013). 
27 The structure of NACE Rev. 1.1 is available online at: 
http://www.instat.gov.al/media/166724/nace_rev.1.1.pdf [accessed in September 2015]. 
28 The correspondence table between NACE Rev. 1.1 and ISIC Rev. 3.1 is available at: 
http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=27&Lg=1&Co=&T=0&p=1 [accessed in September 
2015]. 
29 To the best of our knowledge, there is no direct correspondence table from NACE Rev. 1.1 to ISIC 
Rev. 4. Thus, the correspondence from NACE Rev. 1.1 to ISIC Rev. 3.1 was an intermediate step, once it 
was also needed to convert from ISIC Rev. 3.1 to ISIC Rev. 4, which is the most recent version of this  
classification. 
30 The correspondence table from ISIC Rev. 3.1 to ISIC Rev. 4 is available at: 
http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=60&Lg=1 [accessed in September 2015]. 
31 The conversion table from ISIC Rev. 4 to CNAE 2.2 is available at: 




Unlike the two previous taxonomies, the Concentric Circles approach does not 
originally apply different weights to different creative industries according to their 
contribution to the creative economy. For instance, as previously mentioned, the UK-
DCMS approach assigns proportions of code taken to each one out of its thirteen 
existing creative sectors, while the WIPO copyright-based approach stipulates copyright 
factors that must be considered when quantifying the creative industries according to 
this perspective. However, despite the lack of proportions to apply to ‘less’ creative 
sectors, we stayed in congruence with what has been practised by other studies in this 
topic. Therefore, we based our mapping in Cruz and Teixeira (2015) and used the 
proportions of 10% to the Engineering services as well as to the technical activities 
related to Architecture, such as technical draftsmanship and for all the codes related to 
the manufacture, wholesale and retail sale of apparel, footwear and accessories (Fashion 
Design), we applied the partial quantity of 0.5%. This assumption was configured as an 
attempt to diminish the possibility of overestimation, when applying 100% to industrial 
activities that are not directly connected to creativity. As usual, we again considered a 
small portion of 5% related to the Crafts sector. All the other codes contemplated by the 
Concentric Circles taxonomy were considered at 100%.  
As stated by this methodology, culture is generated at the Core Arts Field. The domains 
included in it are: i) Visual Arts; ii) Performing Arts; and iii) Heritage (cf. Table A3.1 in 
the Annex). The first layer encompasses the Cultural Industries and the sectors that are 
enclosed in this circle are: i) Film and Video; ii) Television and Radio; iii) Software 
Publishing; iv) Music; and v) Books and Press (cf. Table A3.2 in the Annex). In the 
next circle (layer 2), which refers to the Creative Industries and Activities, the following 
industries are included: i) Architecture; ii) Design; and iii) Advertising (cf. Table A3.3 
in the Annex). Last, in the third circle (layer 3), which is named Related Industries, it is 
included the manufacturing, wholesale, retail sale and renting of Electronics (TVs, 
Radios, MP3 Players, etc), Computers and Peripherals, Photographic and 
Cinematographic Instruments, Photocopiers and Blank Recording Material (cf. Table 
A3.4 in the Annex).  
Associated with High Arts, one of the main advantages of this approach is its close 
connection with Creative Arts, however, it is equally important to evaluate its 
limitations, for instance, it does not consider the application of percentages of each code 
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as a way of weighting the importance of the activity to the creative/ cultural economy. 
Consequently, every activity contemplated in the mapping of the Concentric Circles 
model is considered as being 100% linked to creativity, except for the very specific 
cases of Fashion Design and the technical services related to Architecture and 
Engineering, which were partially considered. Furthermore, it is a cultural-based 
analysis, whose focus is not on interrelations, chains and the process along the whole 
production process. On the contrary, it is concerned with the cultural and creative output 
from the industries under consideration. Again, another difficulty lies in properly 
considering the Crafts sector within the mapping. As reported on KEA European Affairs 
(2006, pp. 39), this sector “ranges in most categories in manufacturing and retail and 
can only be captured in individual firms’ trade descriptions under ‘crafts’, ‘handmade 
products’, etc.” These activities are marked by small-scale production, small companies 
and custom-made production, which jeopardizes the capture of this type of businesses 
by means of standard industrial classifications of economic activities. To avoid this 
shortcoming, a far-reaching analysis of the structure of each classification was done, in 
order to select the codes that are more connected to the Crafts sector in Brazil and to 
enclose them in our mapping, as a way to better adapt this template to the reality under 
study (cf. Subsection 3.2.1). As an attempt to capture the importance of the Crafts 
activities, we considered a proportion of 5% of the codes from this sector, in similarity 
with the DCMS mapping.  
In sum, the most important drawback of this model lies in the difficulty in fully 
capturing the artistic and cultural activities in industry classification systems, especially 
using more general nomenclatures such as the ISIC Rev. 4. In our case, the CNAE 2.2 
revealed to be more detailed in the breakdown of such codes, allowing a more thorough 
mapping of this methodological approach. 
3.2.4. Mapping the UNCTAD approach 
Here we present the mapping underpinnings of UNCTAD template, which is the model 
of measurement that considers the interconnection of upstream and downstream 
activities and adopts a value chain perspective, analysing the full range of activities that 
compose the creative production process, from the creation/ production to the 
consumption of creative goods.    
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This specific mapping exercise started with the detailed analysis of the 2010 UNCTAD 
report on the creative economy, entitled Creative Economy Report 2010: A feasible 
development option. This report is based on the industrial classification Central Product 
Classification - CPC Ver. 2.032. In order to convert this nomenclature to ISIC Rev. 4, 
we used a correspondence table33. Then, having our mapping in accordance with ISIC 
Rev. 4, the correspondence between this classification and the Brazilian CNAE 2.234 
was then carried out. 
This model is intended to be more dynamic in the sense that it analyses the creative 
industries according to the Value Chain perspective, where all the stages involved in the 
whole production process matter: creation, manufacture, marketing, distribution, sales, 
and consumption. Furthermore, this template is also broader in the sense that it aims to 
include in its taxonomy all the economic activities that rely on copyright and that 
produce creative goods. However, the wish list proposed by the UNCTAD is too limited 
compared with the sectors that are actually enclosed in their classification of the 
creative industries. For instance, in UNCTAD (2010) it is mentioned that the Design 
sector also includes activities related to glassware, manufacture of fashion accessories, 
tableware, table linen, wallpaper, porcelain and lighting sets. However, none of them is 
specified in the UNCTAD’s wish list. When it comes to the Creative Services sector, 
more specifically the Advertising Services subgroup, even though Market Research and 
Public Opinion Polling encompasses the creative industries, there is no code on the wish 
list that reflects these activities. The same was identified in the Architectural Services, 
once it is supposed to enclose both Architectural and Engineering services, but there is 
no code from the wish list that corresponds to Engineering activities.  
Crafts are of pivotal importance to this taxonomy. Thus, the codes related to this sector 
that were considered in the mapping are the same as the ones that were used in the 
DCMS and the Concentric Circles mapping exercises, after the thorough review and 
                                                                 
 
32 The structure of CPC Ver. 2.0 is available online at: 
http://unstats.un.org/unsd/cr/registry/docs/CPCv2_explanatory_notes.pdf [accessed in September 2015]. 
33 The correspondence table from CPC Ver. 2.0 to ISIC Rev. 4 is available at: 
https://unstats.un.org/unsd/cr/registry/docs /CPCv2_structure.pdf [accessed in September 2015]. 
34 The conversion table from ISIC Rev. 4 to CNAE 2.2 is available at: 




analysis of the Brazilian Crafts sectors. The percentage applied to the codes related to 
Crafts was again of 0.5% (cf. Subsection 2.3.1).  
As in the case of the Concentric Circles methodology, percentages are not applied to the 
codes selected in the mapping. In 2010 UNCTAD Report, the original document where 
this taxonomy was published, the industrial codes are expressed according to CPC Ver. 
2.0 classification system, which revealed to be extremely detailed. Consequently it 
hampered the processes of conversion from CPC Ver. 2.0 codes to ISIC Rev. 4 and then 
to CNAE 2.2 codes. For instance, CPC Ver. 2.0 has specific codes for Online Books – 
84311; Musical Audio Downloads – 84321; Streamed Video Content – 84332; 
Licensing Services for the Right to Use Computer Software – 73311 and ISIC Rev. 4 
did not present such specificities, so that these activities are also described in ISIC Rev. 
4 Codes, but they are included in broader codes, encompassing also other activities. 
Again, regarding the Design codes, the same difficulties were felt, since the industrial 
codes do not thoroughly detail all the activities that are included, as is the case of the 
Interior Design.  
The advantage of this approach comes from the dynamic perspective of the value chain, 
where emphasis is placed on the linkages between industries, as well as the 
interconnections of upstream and downstream sectors, which are important to be 
considered and analysed. Actually, an intensive economic dynamism is usually 












4. Results and major findings 
In this section, we will undertake the measurement exercise based on the mapping of the 
creative industries performed in the previous section in order to compare among all the 
approaches studied.  
The micro-data on industry sectors and the formal employment35 that was used in the 
present study was provided by Ministério do Trabalho e Emprego (MTE), through the 
Relatório Anual de Informações Sociais (Rais), for the latest year available, 2013. The 
measurement of the creative industries in this study was focused on the analysis of the 
employment within each of the core creative sectors. For that purpose, we mapped each 
one of the four industry-based approaches here considered (DCMS, WIPO, Concentric 
Circles and UNCTAD) in terms of industrial codes from the Brazilian CNAE 2.2. Then, 
we extracted the micro-data from Rais/MTE database36 on the basis of the CNAE 2.2 
industrial classification system in order to measure the formal employment within the 
creative industries. We provide the outcomes of the measurement carried out in this 
section on a national basis, as well as in terms of each Brazilian State37 separately. The 
outcomes of the measurement analysis are presented in Table 5. 
The size of the Brazilian creative economy, using the DCMS template, is estimated as 
0.82% of the national employment of this country (year 2013) (cf. Figure 3). This 
outcome revealed to be extremely low when compared to the results obtained in other 
countries (cf. Table 5), such as the case of the UK (3% for the year of 2010), New 
Zealand (3.6% in 2000/ 2001) and Portugal (2.5% in the year 2009). While the size of 
the creative economy is around 3% in the other studies analysed, in our case, it only 
accounted for 0.82% of the total employment in Brazil. Besides the particularities of the 
                                                                 
 
35 Only the formal employment was considered in this study. The informal employment was not consider 
and consequently it is a limitation of this study. 
36 Data on Rais is available online at: http://portal.mte.gov.br/rais/estatisticas.htm [accessed in September 
2015] and the micro-data can be found at: 
https://mega.co.nz/#F!3Zg1XSyZ!DYZHEDpZC5QKLMyHGxq2MA [accessed in September 2015]. 
37 Brazil is administratively divided into 27 federative units, being 26 States and one federal district, 
which is the government headquarters. The States are the following: Acre (AC), Alagoas (AL), Amazonas 
(AM), Amapá (AP), Bahia (BA), Ceará (CE), Espírito Santo (ES), Goiás (GO), Maranhão (MA), Minas 
Gerais (MG), Mato Grosso do Sul (MS), Mato Grosso (MT), Pará (PA), Paraíba (PB), Pernambuco (PE), 
Piauí (PI), Paraná (PR), Rio de Janeiro (RJ), Rio Grande do Norte (RN), Rondônia (RO), Roraima (RR), 
Rio Grande do Sul (RS), Santa Catarina (SC), Sergipe (SE), São Paulo (SP) and Tocantins (TO) and the 
federal district corresponds to Distrito Federal (DF). 
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country, the low share obtained using the DCMS approach might suggest that it is 
indeed a limiting, selective template that selects in an arbitrary way the list of the 




Creative industries’ employment share in total national 
employment Brazil 
(2013) 




DCMS 0.82% UK (2010) 3.0% 
(a) 
Portugal (2009) 2.5% (b) 
New Zealand (2000/01) 3.6% (c) 
WIPO 2.80% The Netherlands (2011) 6.1% (d) 
Portugal (2009) 4.6% (b) 
Argentina (2008) 2.8% (e) (*) 
Colombia (2008) 4.3% (f) (*) 
China (2006) 5.9% (g) 
Thailand (2006) 2.5% (h) 
Peru (2005) 2.3% (i) (*) 
Singapore (2001) 5.1% (j) (*) 
Concentric Circles  2.20% Portugal (2009) 3.7% 
(b) 
USA (2004) 3.8% (k) 
Australia (2001) 3.6% (k) 
New Zealand (2001) 4.1% (k) 
UNCTAD 1.46% USA (2003) 2.5% 
(l) 
Notes: (a) DCMS, 2010; (b) Cruz and Teixeira, 2012; (c) Walton and Duncan, 2002; (d) WIPO, 2014c; (e) 
WIPO, 2013; (f) Cordy et al., 2008; (g) WIPO, 2009a; (h) WIPO, 2012; (i) WIPO, 2009b; (j) WIPO, 2004; (k) 
Throsby, 2008b; (l) De Oliveira et al., 2013; (*) These studies applied 100% as the copyright factor of the 
Interdependent Industries. The copyright factors applied to the Brazilian measurement are partial, they are 
based on an extensive depiction of this literature and can be found in Table A2.4 in the Annex. 
Table 5: Creative industries’ employment share in Brazilian total employment – a comparative 
analysis with other studies in the empirical literature 
As already mentioned, the DCMS approach was built specifically focused on the 
economy of the United Kingdom, being configured as an attempt to redefine the drivers 
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of economic growth based on the specificities of that country. This arbitrariness in 
terms of the selection of creative sectors and percentages applied have led to a result 
that may be underestimating the real potential of the creative economy in Brazil, given 
the differences between the United Kingdom, a highly-developed European State, 
where the template was designed, and Brazil, a developing country of South America. 
 
Figure 3: Creative industries’ employment share in Brazil in 2013, by State, following the DCMS 
approach 
From Figure 3, it is possible to infer that, even the most developed Brazilian 
metropolises, such as São Paulo (SP) (1.54%) and Rio de Janeiro (RJ) (1.38%), where 
the creative industries are most represented, present a modest outcome according to the 
DCMS template. Although both the States present percentages higher than the average 
of Brazil (0.82%) in 2013, they still present a share of approximately half of the result 
obtained for the UK in 2010 (3%). Consequently, the results calculated by Brazilian 
State ranged from 0.43% in Tocantins (TO) to 1.54% in São Paulo (SP), suggesting that 
the DCMS is a narrower and conservative perspective on the estimation of the size of 
creative industries, which reflects more accurately the conditions of most advanced 
nations with a formal economy that is more developed, as the case of the United 
Kingdom or New Zealand.  
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When it comes to the WIPO copyright-based model (cf. Figure 4), which is, in its own 
essence, a broader concept, it is possible to notice that the Brazilian results are more 
expressive. When analysed in terms of the 27 Brazilian federative units, the results vary 
from 1.63% in Tocantins (TO) to 4.52% in São Paulo (SP) and the average of the 
creative industries’ employment share in Brazil corresponds to 2.80% of the total 
national employment in 2013. The focus of the WIPO template is on copyrights and 
copyrighted goods, thus, this template includes a wide range of activities that go from 
production and creation of copyrighted goods to the distribution, wholesale, retail and 
rental activities connected to the core of copyright-based industries, inflating the results 
when compared to the previous DCMS approach.  
On the one hand, comparing the outcome here obtained for Brazil (2.8%) using the 
WIPO approach with the creative industries’ employment share of other developing 
countries – Argentina (2.8%), Thailand (2.5%) and Peru (2.3%), data from 2008, 2006 
and 2005, respectively –, it is possible to observe that, even though the results are still 
low, they present a similar value to these countries. In the opposite, the developing 
economies of China (5.9% in 2006) and Colombia (4.3% in the year of 2008) present 
higher values for their creative industries’ employment shares, much closer to the reality 
of the developed countries using the WIPO approach. In this particular case, the inflated 
result for the Colombian creative economy is most explained by the methodology 
followed - the use of the copyright factor of 100% to account for all the Interdependent 
Industries, which was not adopted in our study. In the case of China, despite the use of 
partial copyright factors in the sectors of Photographic and Cinematographic 
Instruments, Photocopiers, Blank Recording Material and Paper, their study also applies 
a factor of 100%, considering integrally the segments of TV Sets and Similar Electronic 
Equipment, Computer and Equipment and Musical Instruments, yielding more inflated 
results. Also, given that China is the world’s biggest exporter of goods, and that the 
WIPO model is mainly drawn on manufacturing industrial activities, it is expected that 
this country shows higher results on accounting for the creative industries’ employment 
using the WIPO approach (5.9% in 2006), when compared with the outcomes from 
other studies considering developing nations (Argentina, Colombia, Thailand and Peru) 
here analysed (cf. Table 5). On the other hand, when comparing to the outcomes of 
developed countries, such as The Netherlands (6.1%), Portugal (4.6%) and Singapore 
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(5.1%), for the years 2011, 2009 and 2001, respectively, the Brazilian creative economy 
(2.80%) registers a modest dimension. Worth of noticing is the fact that the 
comparatively lower results obtained for the developing nations may be due to the 
striking problem of the informal economy38 that affects the creative economy in these 
countries. Thus the WIPO template leads to higher results in countries where the formal 
economy and the creative industries are best described by means of the official and 
standard industrial nomenclatures. Similarly to what happened using the DCMS 
template, the most expressive results are registered in the most important Brazilian 
metropolises (in our data of 2013): 4.52% in São Paulo (SP), 4.27% in Santa Catarina 
(SC), 3.94% in Rio de Janeiro (RJ) and 3.74% in Rio Grande do Sul (RS). 
 
Figure 4: Creative industries’ employment share in Brazil, in 2013, by State, following the WIPO 
approach 
 
According to the Concentric Circles perspective (cf. Figure 5), the dimension of the 
creative industries’ employment in Brazil corresponds to 2.2% of the total national 
                                                                 
 
38 The employment within the informal economy was not considered in this study  and this is a factor that 
affects the results obtained. Although it is a limitation of the present study, which we acknowledge, we 
managed to assess the creative industries’ employment  in Brazil with all the official data available and for 
the most recent year possible (2013). 
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employment. Differently from the results of the two previous models (DCMS and 
WIPO), the federative unit that contributes the most to the Brazilian creative economy 
is Amazonas (AM), totalling 6.10%. This is an interesting result since the size of the 
creative industries corresponding to the State of Amazonas is almost twice the size of 
the most developed Brazilian State, São Paulo (3.13%). This expressive outcome is 
mainly explained by the relative importance of the manufacture of televisions, radios, 
computers and other similar electronic devices in this State, where only three CNAE 2.2 
codes (26.40-0/00, 26.21-3/00 and 26.22-1/00)39 accounted for 57% of the total 
employment within the creative industries in Amazonas State (6.10%), in 2013.  
In the State of Amazonas, it is located the Zona Franca de Manaus (ZFM), a free trade 
zone that offers tax incentives to the companies that are established there. It was created 
in 1967 and it was an attempt of the Brazilian government to stimulate trade and boost 
the industrial development of this region, remotely located in the north of the country. 
Many companies are established there, namely: Samsung, Electrolux, Pioneer, Nokia 
and Siemens. Actually, a large part of this industrial hub is composed by companies 
operating in the electronics sectors and in this Zona Franca de Manaus are 
manufactured the vast majority of the electronics, computers and peripherals that supply 
the demand of the whole country. Thus, since both the WIPO and the Concentric 
Circles approaches include the manufacture of electronics, computers and peripherals in 
their taxonomies of creative industries, the results in the particular case of this State, 
under these methodologies, are consequently higher (4.43% under the WIPO approach, 
and 6.10% using the Concentric Circles model). The results are even more inflated in 
the latter case due to the percentage applied to the industries under each approach: using 
the WIPO copyright-based model, it was applied a copyright factor to these activities, 
that weighted the reliance of these sectors on copyrights and did not consider them 
integrally at 100%; according to the Concentric Circles approach, these activities were 
fully accounted as 100%, which is the reason why the outcome of the size of the 
creative industries in Amazonas was more inflated when following this approach.  
                                                                 
 
39 These three codes correspond respectively to the manufacture of consumer electronics and electronic 
games, manufacture of computers and manufacture of peripheral equipment. 
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Comparing to other studies (and countries) in literature, following the Concentric 
Circles methodology, it led to a lower result in the case of Brazil (2.2%) when 
compared to other developed nations, such as the USA (3.8%, data from 2004), New 
Zealand (4.1% in 2001) and Portugal (3.7% in 2009) (cf. Table 5).    
 
Figure 5: Creative industries’ employment share in Brazil, in 2013, by State, following the 
Concentric Circles approach 
In what regards to the UNCTAD model (cf. Figure 6), the Brazilian creative industries’ 
employment share corresponds to 1.46% of the employment in this country. Using this 
template, the outcome did not follow the value trend of the DCMS and the WIPO 
models, where the State of São Paulo accounted for the highest contribution to the 
national creative economy. Here, the top three results were verified in the three States 
that compose the South region of Brazil, namely: Santa Catarina (SC), Rio Grande do 
Sul (RS) and Paraná (PR), which is the pioneer region in the manufacture of home 
furniture (included in the Interior Design sector of UNCTAD). The State of Tocantins 
(TO) is again one with the weakest contribution (0.76%) to the creative industries in 
Brazil. For a taxonomy that is considered as being a broader perspective including not 
only industries with a close relation to arts, but basically any industry dealing with 
intellectual property and producing symbolic goods, the final template (the wish list 
proposed by UNCTAD) seemed to be somehow limited, once it did not include any 
49 
 
code related to Engineering services, manufacture of fashion accessories or manufacture 
of glassware and other home articles, which has led to lower results when compared to 
the previous approaches (WIPO and Concentric Circles). According to Table 5, when 
compared with the result of 2.5% obtained for the creative industries in the USA (data 
from 2003), using the UNCTAD approach, Brazil presented a more modest outcome, 
totalling 1.46% (data from 2013). Despite the outcome registered in Brazil, some 
Brazilian States – as in the case of Santa Catarina (SC), Rio Grande do Sul (RS) and 
Paraná (PR) – exceeded the average due to the emphasis that this approach places in 
certain sectors, such as in the manufacture of furniture. 
 
Figure 6: Creative industries’ employment share in Brazil, in 2013, by State, following the 
UNCTAD approach 
In sum, the perspectives adopted in this study have both advantages and limitations. 
Some of them present a specific purpose and try to comply with it, for instance the 
WIPO (copyrights) and the Concentric Circles (creative arts). The other two models – 
DCMS and UNCTAD – seem to be more flexible and not so objective. However, there 
is no right or wrong approach to be followed; instead, the importance of each template 
relies on the emphasis that is given to each creative industry sector considered, 
according to their conceptualization of the creative industries. While the DCMS 
template is focused on an eclectic and somehow arbitrary list of thirteen creative 
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industries, leading to narrower perspective of the creative industries’ employment, the 
WIPO emphasizes the role of the copyrights and the copyrighted goods in the economy, 
thus including activities that are not exclusively Core Copyright, but are directly 
connected to creative/ copyright process, such as wholesale, retail sale and rental 
activities dedicated to the distribution of the copyrighted goods, and thus yielding 
higher shares of the creative industries’ employment. In turn, the Concentric Circles 
approach is focused on the artistic creation (High Arts/ Fine Arts), located at the core of 
the model, thus emphasizing the activities mostly related with Visual Arts, Performing 
Arts and Heritage and which are spread along concentric circles of activities such as 
Music, Film and Video, Design, for instance. In what regards the UNCTAD 
methodology, the focus is broader than the one expressed in the DCMS approach, 
encompassing activities that are connected with creativity, from the more cultural-based 
(Performing Arts, for instance) to market-driven sectors, such as Publishing and 
Advertising, which has led to outcomes that are higher than the narrower perspective of 
the DCMS approach, but lower than the previous all-encompassing approaches of the 
WIPO or the Concentric Circles. Since here the taxonomy excluded the long list of 
sectors focused on the manufacture, wholesale, retail sale (and renting) of TV Sets and 
similar equipment, Computers and Peripherals, Paper, Apparels, Wallcovering and 
Carpets, among others and given that its conceptualization of the creative industries is 
mostly confined to Crafts, Visual and Performing Arts, Design, New Media, Publishing 
Services and Audiovisual Services, the UNCTAD model provided less expressive 
results when compared with the two all-comprising approaches.  
According to the outcomes of our study, the most expressive results came from the 
WIPO (2.80%) and the Concentric Circles (2.20%) approaches. These models presented 
more inflated results once they included traditional manufacturing sectors, as well as the 
wholesale and the retail sale of TV Sets and similar electronic equipment, Computer 
and Peripherals, Photographical Instruments, Photocopiers and Blank Recording 
Materials. On the contrary, the results from the DCMS (0.82%) and the UNCTAD 
(1.46%) approaches were more humble, once their focus is on activities that are 
responsible for the generation of creativity per se, at the expense of the inclusion of 
activities that are weakly connected to creative goods and services (for instance, the 
distribution services - which are somehow included in the creative industry value chain, 
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once they distribute the creative good, however, they are not crucial for the generation 
of it).  
It was also possible to observe that the most significative contributions of the creative 
industries’ employment are found among the most important and influential Brazilian 
metropolises which is in accordance with the overall literature in creative industries, 
which affirms that creative industries are usually geographically concentrated (Florida, 
2002; Lazzeretti et al., 2008; Boix et al., 2012; Serra and Domènech, 2013), forming 
clusters.  
Also, it was possible to notice that the templates that encompass more traditional 
industrial sectors (for instance, the manufacture of electronics, computers, apparel, 
accessories), such as the WIPO and the Concentric Circles have led to more inflated 
outcomes in the case of Brazil, which is still very focused on agriculture and 

















5. Concluding remarks 
The rise of the creative economy has still a close relationship with public policies and 
government interests. The importance of studies like this is to provide the country with 
more methods of diagnosis on the economic size of the creative industries, aiming to 
raise the awareness on the need of stimulating the development of the creative economy 
and suitable tools to analyse it. As already mentioned, creative industries are enabling 
industries of pivotal importance to the generation of positive externalities, contributing 
to the economic and regional development, attracting specialized workers, promoting 
economic dynamism, creating jobs and wealth. When it comes to the creative economy, 
Brazil is still in the beginning of this process, but it has a huge potential to go further: 
this South American country, with continental dimensions, is culturally rich and 
diverse, which is the result of wide ethnic mixtures. Ultimately, the further assessment 
on the characteristics of the creative industries in Brazil may be seen as a catalyst for 
the emphasis on coherent and strong public policies at regional and national levels, 
whose combination may turn out to be a potential aspect for reaching an improvement 
on the national contribution to the creative economy. 
The present study bridges the gap in the existing literature by using models that have 
never been used before in this country (to the best of our knowledge) and providing a 
thorough analysis of the approaches under study. In this context, the present study 
contributes to this literature by providing a detailed mapping and estimation of the 
Brazilian creative industries according to four of the most renowned industry-based 
models: DCMS, WIPO, Concentric Circles and UNCTAD. Brazil has had some 
important and recent efforts to assess its creative economy, including the mappings and 
quantification activities undertook by organizations such as FIRJAN and Fundap, as 
well as for individual researchers who worked hard to contribute to the literature on the 
creative industries (e.g. De Oliveira et al., 2013; Valiati and Wink Junior, 2013), 
however they follow their own methodology, which jeopardizes an appropriate 
comparative analysis with studies from other countries, due to taxonomic 
incompatibilities. These studies on the Brazilian economy were mostly configured as 
specific adaptations from UNCTAD (2010), however, once they do not follow strictly 
the UNCTAD (2010) taxonomy, they cannot be compared to the outcomes extracted 
from other studies found in literature following this methodology. On the other hand, 
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with the outcomes of the present study – which follows the structure of the four most 
important industry-based approaches –, it was possible to position the Brazilian formal 
employment in terms of its creative industries, in comparison with results from other 
countries described in studies found in the empirical literature. The comparative 
analysis carried out revealed that the outcomes registered for Brazil using DCMS, 
WIPO, Concentric Circles and UNCTAD are, in general, following similar value trends 
to the ones from other developing countries and, consequently, presenting more modest 
results than the developed nations.    
Also confirmed in our study was that the development of the creative economy is highly 
related with big metropolitan centres and with the governmental support towards the 
promotion of these industries, mainly in large urban environments, while more remote 
cities are mostly forgotten and have not been the direct targets of the governmental 
concern. As a consequence of political interests, while metropolises like Rio de Janeiro 
and São Paulo have been the focus of public policies that create the conditions to 
develop their creative industries, the rest of the country has been remaining almost 
‘desertified’ in relation to these industries. Thus, it is of crucial importance that studies 
like this promote and help boosting the creative economy throughout all the regions of 
the country.  
The four approaches under study are different in terms of their conceptualization.  
Given the particular focus of each model on a specific set of core creative sectors, they 
can provide basis as interesting policy tools in accordance with the focus of the public 
policy and the type of creative industries that are to be promoted in the target regions. 
For instance, being focused on creative arts and artistic production, strategies following 
the Concentric Circles analysis are typically cultural-based and may englobe the 
expansion of cultural events that promote and enrich music, theatrical plays, films, 
dances, talent shows, free concerts of local music bands in parks and squares, painting 
and photographic exhibitions in public places, such as train and metro stations and 
artistic workshops spread all over the city. When it comes to the WIPO model, the 
criterion is the intellectual property. So, in this case, policies may act in other direction, 
providing a stimulus for the generation of copyrighted goods, through the reduction of 
taxes on such goods, so that they grant benefits to the ones who actually buy the original 
product, consequently avoiding piracy. The DCMS model, as stated by DCMS (2010), 
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is focused on the generation of creative goods and services, which is somehow a more 
generic proposition. In this case, strategies may strengthen public incentives to the key 
industry sectors producing creative goods (especially those whose contribution is higher 
in terms of proportions of codes taken), such as: Advertising, Art & Antiques, 
Publishing, Software & Computer Services, and Performing Arts. The UNCTAD 
approach is concerned with both cultural and market-driven activities. In this case, the 
focus on the creative value-chain (upstream and downstream creative activities) can be 
established as a priority in terms of public policies promoting synergies between 
production and distribution sectors.  
Even though this study clearly contributes to the extension of the Brazilian literature on 
the creative industries, it represents an initial departing effort, as the theme is vast and 
further steps are to be explored. Extensions to the present work will include studying 
also the most recent combined industry and occupational-based approaches in the 
assessment of the size of creative industries, as well as proposing a new template that 
can be better adapted to reflect the particularities of Brazil. This undoubtedly constitutes 
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Table A1 - Mapping Creative Industries using UK SIC 2007, ISIC Rev. 4 codes and the correspondent Brazilian nomenclature on econo mic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes  
 
                                                                                                
UK DCMS - Industry-based approach on the Creative Industries' employment 
 














Advertising agencies  73.11 100% 7310 73.11-4 Advertising agencies  
73.19-0 Advertising activities n.e.c. 
Media representation 73.12 100% 7310 73.12-2 Sale or re-sale of time and space for various media soliciting 
advertising, except in communication vehicles  
Architecture Architectural activities and technical 
consultancy 
71.11 100% 7110 71.11-1 Architectural services 
71.19-7 Technical activities and technical draftsmanship services 
related to architecture 
Specialized design activities  74.10 4.5% 7410 74.10-2 Design, interior decorating and design activities n.e.c. 
Arts & Antiques Retail sale of arts and antiques in 
commercial galleries 
47.78-1 100% 4773 47.89-0 Retail sale of new art objects, arms and armours in 
specialised stores 
Retail sale of antiques, including 
antique books 
47.79-1 100% 4774 47.85-7 Retail sale of antiques and second-hand objects 
Crafts The majority of crafts businesses is not captured (source: DCMS, 2010) 13.59-6 Manufacturing of laces, embroideries and embroidered 
fabrics 
 16.29-3 Manufacture of wooden artifacts, wood carving and 
craftwork of wood, cork, rattan, straw and other plaiting 
materials 
However, given the interest of traditional manufacturing activities to the 
context of Brazil, we considered some codes representing the traditional 
manufacturing related to Crafts (ceramics design and decoration, glass, 
wooden and rattan articles, Carnival costumes and jewellery), but in a very 
small proportion of each code: 5% 
31.01-2 Manufacture of wooden furniture 
31.03-9 Manufacture of rattan, reed and braided straw furniture 
32.12-4 Manufacture of bijou and imitation jewellery made of clay, 
wood, rubber and fish leather 
32.20-5 Manufacture of musical instruments inherited from the 
African slaves, such as "berimbau", "zabumba", "cuica"  
32.40-0 Manufacture of handcrafted toys  
66 
 
23.49-4 Manufacture of ceramic or clay craftwork 
32.99-0 Manufacture of costumes, items and decorations for Carnival 
23.99-1 Decoration, lapidary, engraving and glazing of ceramics, 
china, glass and crystal 
32.99-0 Manufacture of decorative candles  
25.93-4 Manufacture of metal chandeliers and pans  
13.52-9 Manufacture of handcrafted tapestry (knotted rugs) 
15.21-1 Manufacture of golden grass bags and purses  
23.30-3 Manufacture of articles of plaster of Paris  
13.51-1 Manufacture of hammocks and table runners  
47.89-0 Retail sale of souvenirs and craftwork 
23.19-2 Manufacture of glass craftwork 
23.91-5 Manufacture of marble, granite, slate and other stones 
craftwork; Manufacture of cookware and sculptures of 
soapstone 
32.11-6 Gemstone lapidary and Coins striking 
Design Product and graphic design 74.10 89.6% 7410 74.10-2 Product design, graphic design, furniture and home 
appliances design and other design activities n.e.c. 
Designer 
Fashion 
Manufacture of leather clothes  14.11 0.5% 1410 14.12-6 Manufacture of ready-to-wear and made-to-measure leather 
clothes 
Manufacture of workwear 14.12 0.5% 1410 14.13-4 Manufacture of ready-to-wear and made-to-measure 
workwear 
Manufacture of other outerwear 14.13 0.5% 1410 14.12-6 Manufacture of ready-to-wear and made-to-measure 
outerwear 
Manufacture of underwear 14.14 0.5% 1410 14.11-8 Manufacture of underwear 
Manufacture of other wearing apparel 
and accessories 
14.19 0.5% 1410 14.12-6 Manufacture of other ready-to-wear and made-to-measure 
wearing apparel 
14.14-2 Manufacture of accessories  
Manufacture of articles of fur 14.20 0.5% 1420 14.14-2 Manufacture of articles of fur 
Manufacture of knitted and crocheted 
hosiery 
14.31 0.5% 1430 14.21-5 Manufacture of knitted and crocheted hosiery 
Manufacture of other knitted and 
crocheted apparel 
14.39 0.5% 1430 14.22-3 Manufacture of other knitted and crocheted apparel 
Manufacture of luggage, handbags and 
the like, saddlery and harness  




15.29-7 Manufacture of leather articles n.e.c. 
Manufacture of footwear 15.20 0.5% 1520 15.31-9 Manufacture of leather footwear 
15.32-7 Manufacture of footwear in any material 
15.33-5 Manufacture of synthetic material footwear 
15.39-4 Manufacture of footwear in materials n.e.c. 
Product design 74.10 5.8% 7410 74.10-2 Jewellery, footwear, apparel and other personal accessories 
design (designer fashion) 
Video, Film & 
Photography 
Reproduction of video recording 18.20-2 25% 1820 18.30-0 Reproduction of video recording 
Photographic activities  74.20 25% 7420 74.20-0 Photographic activities, aerial and underwater photography, 
photographic laboratories, portrait photography for parties 
and events, microfilming of documents 
Motion picture and video production 
activities 
59.11-1 100% 5911 59.11-1 Production of motion picture and video (also for 
advertisement) 59.11-2 
Motion picture, video and television 
programme post-production activities  
59.12 18.4% 5912 59.12-0 Audio dubbing and sound mixing services and other motion 
picture, video and television programme post-production 
activities n.e.c. 
Motion picture, video and television 
programme distribution activities  
59.13-1 100% 5913 59.13-8 
 
Motion picture, video and television programme distribution 
activities 59.13-2 
Motion picture projection activities  59.14 100% 5914 59.14-6 Projection activities  
Music and the 
Visual & 
Performing Arts 
Sound recording and music publishing 
activities 
59.20 100% 5920 59.20-1 Sound recording and music publishing activities  
Reproduction of sound 
Recording 
18.20-1 25% 1820 
 
18.30-0 Reproduction of sound recording 
Performing arts 90.01 100% 9000 90.01-9 Theatrical, musical, dance, circuses, puppets and rodeo 
productions 
Support activities to performing arts  90.02 100% 9000 90.01-9 Sound and lighting activities and support activities n.e.c. 
Artistic creation 90.03 100% 9000 90.02-7 Individual artists, individual writers and independent 
journalists activities and restoring of works of art 
Operation of arts facilities  90.04 100% 9000 90.03-5 Operation of arts facilities  
Motion picture, television and other 
theatrical casting 
78.10-1 0.07% 7810 78.10-8 Motion picture, television and other theatrical casting 
Publishing Book publishing 58.11 100% 5811 58.11-5 Book publishing 
58.21-2 




Publishing of journals and periodicals  58.14 100% 5813 58.13-1 Journals, magazines and periodicals publishing 
58.23-9 
Other publishing activities  58.19 50% 5819 58.19-1 Mailing lists, telephone books and directories publishing 
58.29-8 




Reproduction of computer 
 Media 
18.20-3 25% 1820 18.30-0 Reproduction of computer media 
Business and domestic software 
development 
62.01-2 100% 6201 62.01-5 Development of made-to-order computer programs 
62.02-3 Development and licensing of customised computer 
programs 
Computer consultancy activities  62.02 100% 6202 62.04-0 Computer consultancy activities  





Publishing of computer games 58.21 100% 5820 62.03-1 Development and licensing of non-customised computer 
programs Ready-made interactive leisure and 
entertainment software development 
62.01-1 100% 6201 
Radio & TV Radio broadcasting 60.10 100% 6010 60.10-1 Radio broadcasting 
Television programming and 
broadcasting activities  
60.20 100% 6020 60.21-7 Free-to-air television programming and broadcasting 
activities 
60.22-5 Pay television programming and broadcasting activities 
TV programme production 
Activities 
59.11-3 100% 5911 59.11-1 Film studios, videos and television programme production 
activities, production of videos for advertisement 
60.21-7 Free-to-air production activities  
60.22-5 Pay television production activities 
Motion picture, video and television 
programme post-production activities  
59.12 81.6% 5912 59.12-0 Audio dubbing and sound mixing post-production activities  
and other post-production activities n.e.c. 
TV programme distribution activities 59.13-3 100% 5913 59.13-8 TV programme distribution activities  
Table A1: UK-DCMS mapping 
Source: 2010 DCMS Report 
* The selection of codes was based on DCMS (2010) Creative Industries Economic Estimates - Annex A, available online at: 
https://www.gov.uk/government/uploads/system/uploads/attachment_data/file/77514/CIEE_Full_Release_Dec2010.pdf [accessed in September 2015].   
** Correspondence Tables between UK SIC 2007 and ISIC Rev. 4 available online at: http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=71&Lg=1 [accessed in September 2015]. 
*** Correspondence Tables between ISIC Rev. 4 and the Brazilian nomenclature CNAE 2.2 available online at: http://www1.ibge.gov.br/home/estatistica/economia/classificacoes/cnae2.0/correspondencia3.pdf 




Table A2.1 - Mapping Creative Industries (Core Copyright Industries) using ISIC Rev. 3.1, ISIC Rev. 4 codes and the correspondent Brazilia n nomenclature on 
economic activities CNAE 2.2   
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 
 
WIPO - Industry-based approach on the Creative Industries' employment 
 
  






















Authors, writers, translators  100% 9214 9000 90.01-9 Screenplay writing activities  
90.02-7 Activities of independent journalists and writers  
7499 7490 74.90-1 Translation and interpretation activities  
Newspapers 100% 2212 5813 58.12-3 Publishing of daily and non-daily newspapers 
58.22-1 Publishing integrated to printing of daily and non-daily newspapers 
News and feature agencies  100% 9220 6391 63.91-7 News agency activities  
6399 63.99-2 Other activities of news agency 
Magazines/ periodicals  100% 2212 5813 58.13-1 Publishing of magazines and periodicals  
58.23-9 Publishing integrated to printing of magazines and periodicals  
Book publishing 100% 2211 5811 58.11-5 Publishing of books 
58.21-2 Publishing integrated to printing of books  
Cards, maps, directories and other 
published material 
100% 2219 5812 58.19-1 Publishing of directories and mailing lists  
5819 58.19-1 Publishing of other graphic articles  
58.29-8 Publishing integrated printing of other graphic articles  
Pre-press, printing, and post-press of 
books, magazines, newspapers, 
advertising materials  
100% 2221 1811 18.11-3 Newspapers, books, magazines and periodicals printing 
18.13-0 Printing of material for advertising and for diverse uses  
2222 1812 18.21-1 Pre-press services 
18.22-9 Post-press services 
Wholesale and retail of press and 
literature (book stores, newsstands, etc.) 
100% 5139 4649 46.47-8 Wholesale of press and literature 
5239 4761 47.61-0 Retail sale of books, newspapers and magazines  







Composers, lyricists, arrangers, 
choreographers, writers, directors, 




9000 90.01-9 Theatrical, musical, dance show, circus and puppet show and rodeo 
show productions; Sound and lighting supporting activities to 
performing arts; Related activities supporting performing arts n.e.c. 
Printing and publishing of music 100% 2213 5920 59.20-1 Activities of sound recording and music publishing 
Production/ manufacturing of recorded 
music 
100% 2230 1820 18.30-0 Reproduction of recorded music 
Wholesale and retail of recorded music 
(sale and rental) 
100% 5233 4762 47.62-8 Retail sale of recorded music 
7130 7722 77.22-5 Renting of recorded music 
5139 4649 46.49-4 Wholesale of recorded music 
Artistic and literary creation and 
interpretation 
100% 9214 9000 90.02-7 Artistic and literary creation 
Performances and allied agencies 
(bookings, ticket agencies, etc.) 
100% 9214 7990 79.90-2 Booking and ticket agencies services  




Writers, directors, actors 100% 9214 9000 90.01-9 Related activities supporting performing arts n.e.c. 
90.02-7 Artistic and literary creation 
Motion picture and video production and 
distribution  
100% 9211 5911 59.11-1 Cinematographic studios, Production of movies for advertisement and 
Activities of cinematographic production and videos n.e.c. 
5912 59.12-0 Dubbing and Sound mixing services and Post-production activities 
n.e.c. 
5913 59.13-8 Cinematographic and video distribution 
Motion picture exhibition 100% 9212 5914 59.14-6 Motion picture projection 
Video rentals and sales, video on 
demand 
100% 7130 7722 77.22-5 Video rental 
9211 
Allied services 100% 2230 1820 18.30-0 Video reproduction 
Radio and 
Television 
National radio and television 
broadcasting companies 
100% 9213 6010 60.10-1 Radio broadcasting 
6020 60.21-7 Free-to-air television activities  
60.22-5 Cable television activities  
Other radio and television broadcasters  100% 9213 6010 60.10-1 Radio broadcasting 
6020 60.21-7 Free-to-air television activities  
60.22-5 Cable television activities  
Independent producers  100% 7499 5911 59.11-1 Independent producers (TV) 
60.21-7 
5920 59.20-1 Independent producers (radio) 
Cable television (systems and channels) 100% 6420 6110 61.10-8 Cable television 
71 
 
Satellite television 100% 6420 6130 61.30-2 Satellite television  
 
Photography 
Studios and commercial photography 
photo agencies and libraries  
100% 7494 7420 74.20-0 Photographic activities (except aerial and underwater), Aerial and 
underwater photographic activities, Photographic laboratories, 
Videotaping of events and Microfilming of documents  
Photo agencies and libraries  100% 2222 1812 18.21-1 Pre-printing services 
7499 7490 74.90-1 Other professional, scientific and technical activities n.e.c. 
9231 9101 91.01-5 Library and archive activities  
Software and 
Databases 
Programming, development and design, 
manufacturing 
100% 7221 5820 62.03-1 Ready-made software publishing 
7229 6201 62.01-5 Development of made-to-order software based on orders from specific 
users and Web design 
62.02-3 Publishing of customized software 
6202 62.04-0 Computer consultancy 
Wholesale and retail of pre-packaged 
software (business programs, video 
games, educational programs, etc.) 
100% 5151 4651 46.51-6 Wholesale and retail of pre-packaged software 
Database processing and publishing 100% 7240 6312 63.19-4 Database publishing 
7230 6311 63.11-9 Database processing 
Visual and 
Graphic Arts 
Artists 100% 9214 9000 90.02-7 Artists 
Art galleries and other wholesale and 
retail 
100% 9214 4773 47.89-0 Retail sale of arts objects and other products n.e.c. 
Picture framing and other allied services  100% 7494 7420 74.20-0 Picture framing and other allied services  
Graphic design 100% 7499 7410 74.10-2 Graphic design 
9214 9000 90.02-7 Activities of graphic designers  
Advertising 
Services 






Copyright Collecting Societies  100% 9112 9412 94.12-0 Copyright collecting societies  






Table A2.2 - Mapping Creative Industries (Interdependent Industries) using ISIC Rev. 3.1, ISIC Rev. 4 codes and the correspondent Brazilian nomenclature on 
economic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 














TV Sets, Radios, VCRs, CD Players, 
DVD Players, Cassette Players, 
Electronic Game Equipment, and other 
similar equipment 
Manufacture 44% 3230 2640 26.40-0 Manufacture of audio and video equipment 
Wholesale and 
retail (sales and 
rental) 
5139 4649 46.49-4 Wholesale of audio and video equipment 
5233 4742 47.53-9 Retail sale of audio and video equipment in specialized stores  
7130 7729 77.29-2 Renting of personal and household goods n.e.c. 
Computers and Equipment Manufacture 48% 3000 2620 26.21-3 Manufacture of computers  
26.22-1 Manufacture of peripheral equipment 
Wholesale and 
retail (sales and 
rental) 
5151 4651 46.51-6 Wholesale of computers and peripheral equipment 
5239 4741 47.51-2 Retail sale of computers and peripheral equipment 
7123 7730 77.33-1 Renting of computers and peripheral equipment 
Musical Instruments Manufacture 36% 3692 3220 32.20-5 Manufacture of musical instruments  
Wholesale and 
retail (sales and 
rental) 
5139 4649 46.49-4 Wholesale of musical instruments  
5233 4759 47.56-3 Retail sale of musical instruments  
Photographic and Cinematographic 
Instruments 
Manufacture 31% 3320 2670 26.70-1 Manufacture of photographic and cinematographic 
instruments 
Wholesale and 
retail (sales and 
rental) 
5139 4649 46.49-4 Wholesale of photographic and cinematographic instruments  
5239 4773 47.89-0 Retail sale of photographic and cinematographic instruments  
7129 7730 77.39-0 Renting of photographic and cinematographic instruments  
Photocopiers Manufacture 26% 3000 2817 28.29-1 Manufacture of photocopiers  
Wholesale and 
retail (sales and 
rental) 
5159 4659 46.69-9 Wholesale of photocopiers  
5239 4741 47.51-2 Retail sale of photocopiers  
7123 7730 77.33-1 Renting of photocopiers  
Blank Recording Material Manufacture 23% 2429 2029 20.99-1 Manufacture of chemical preparations for photographic uses  
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2680 26.80-9 Manufacture of unrecorded media 
Wholesale and 
retail 
5152 4652 46.51-6 Wholesale of unrecorded media 
5233 4762 47.62-8 Retail sale of unrecorded media 
Paper Manufacture 22% 2101 1701 17.10-9 Manufacture of pulp and similar to produce paper 
17.21-4 Manufacture of paper 
17.22-2 Manufacture of paperboard 
Wholesale and 
retail 
5149 4669 46.86-9 Wholesale of paper and paperboard 
5239 4761 47.61-0 Retail sale of paper 
Table A2.2 - WIPO  mapping – Interdependent Industries 
 
 
Table A2.3 - Mapping Creative Industries (Partial Copyright Industries) using ISIC Rev. 3.1, ISIC Rev. 4 codes and the correspondent Brazilian nomenclature on 
economic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 
WIPO - Industry-based approach on the Creative Industries' employment 
 
  
Partial Copyright Industries 
 











Apparel, Textiles and 
Footwear 
Manufacture 9,06% 1810 1410 14.11-8 Manufacture of underwear 
14.12-6 Manufacture of ready-to-wear and made-to-measure wearing apparel 
14.13-4 Manufacture of ready-to-wear and made-to-measure workwear 
14.14-2 Manufacture of accessories  
14.21-5 Manufacture of knitted and crocheted hosiery 
14.22-3 Manufacture of other knitted and crocheted apparel 
1729 1399 13.59-6 Manufacture of ornamental trimmings, laces and embroideries  
1920 1520 15.31-9 Manufacture of leather footwear 
15.32-7 Manufacture of footwear in any material 
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15.33-5 Manufacture of synthetic material footwear 
15.39-4 Manufacture of footwear in materials n.e.c. 
1629 15.40-8 Manufacture of shoes' parts  
2219 
2220 
Wholesale 5131 4641 46.41-9 Wholesale of textiles 
46.42-7 Wholesale of clothing (except professional and security) and Wholesale of 
professional clothing 
46.43-5 Wholesale of footwear 
Retail 5232 4751 47.55-5 Retail sale of textiles 
4771 47.81-4 Retail sale of apparel 
47.82-2 Retail sale of footwear 
Jewellery and Coins Manufacture 22,85% 3691 3211 32.11-6 Gemstone lapidary, Manufacture of jewellery and Coins striking 
Wholesale 5139 4649 46.49-4 Wholesale of jewellery 
Retail 5239 4773 47.83-1 Retail sale of jewellery 
Other Crafts Manufacture 40,75% 9199 9499 94.93-6 Activities of craftwork membership organizations  
Retail 5239 4773 47.89-0 Retail of craftwork 





Retail 5233 4759 47.54-7 Retail sale of furniture 
Wholesale 5139 4649 46.49-4 Wholesale of furniture 
5159 4659 
Renting 7130 7729 77.29-2 Renting of furniture 
Household Goods, China 
and Glass 
Manufacture 0,78% 2610 2310 23.11-7 Manufacture of flat and security glass  
23.12-5 Manufacture of glass containers  
23.19-2 Manufacture of glass products  
1721 1392 13.51-1 Manufacture of textile articles for home use 
13.53-7 Manufacture of cordage articles  
2029 1629 16.29-3 Manufacture of wooden goods and Manufacture of articles made of cork, 
straw or plaiting materials  
2899 2599 25.93-4 Manufacture of metal articles  
Wholesale 5139 4649 46.49-4 Wholesale of household goods  
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Retail 5232 4751 47.55-5 Retail sale of textiles and made-up textiles 






Manufacture 1,81% 1722 1393 13.52-9 Manufacture of carpets, rugs and floor coverings  
2109 1709 17.49-4 Manufacture of wallcoverings  
Wholesale 5139 4649 46.49-4 Wholesale of tapestry articles  
Retail 5239 4753 47.59-8 Retail sale of carpets, rugs, wall and floor coverings  
Toys and Games Manufacture 39,62% 3694 3240 32.40-0 Manufacture of games and toys 
Wholesale 5139 4649 46.49-4 Wholesale of games and toys  
Retail 5239 4764 47.63-6 Retail sale of games and toys  
Architecture, Engineering, 
Surveying 
Services to be 
rendered 
12,50% 7421 7110 71.11-1 Architectural activities  
71.12-0 Engineering activities 
71.19-7 Technical activities related to architecture and engineering  
Interior Design Services to be 
rendered 
12,71% 7499 7410 74.10-2 Interior design activities  
Museums Services to be 
rendered 
21,06% 9232 9102 91.02-3 Museums activities and preservation of historical sites and buildings  
Table A2.3: WIPO  mapping – Partial Copyright Industries 
Source: 2013 WIPO Guide 
* The selection of codes was based on 2008 WIPO Report Guide on Surveying the Economic Contribution of the Copyright-based Industries, available at: 
http://www.wipo.int/edocs/pubdocs/en/copyright/893/wipo_pub_893.pdf [accessed in September 2015].  
** Correspondence Tables between ISIC Rev. 3.1 and ISIC Rev. 4 available online at: http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=60&Lg=1 [accessed in September 2015]. 
*** Correspondence Tables between ISIC Rev. 4 and CNAE 2.2 (Classificação Nacional das Atividades Econômicas) available onlin e at: 







Table A2.4 – Study of the Copyright Factors associated to Interdependent Industries from China, Finland, Indonesia, Malaysia, Philippines, Singapore, Thailand and 
The Netherlands and the determination of them for Brazilian Interdependent Industries , based on WIPO Reports (WIPO, 2004; 2008a, b; 2009a; 2012; 2014a, b, c) 
Interdependent Industries 
Copyright Factors 
China Finland Indonesia Malaysia Philippines Singapore Thailand The Netherlands Brazil 
TV Sets, Radios, VCRs, CD Players, DVD 
Players, Cassette Players, Electronic 
Game Equipment, and other similar 
equipment 
100% 35% 45% 40% 35% 35% 20% 32.5% 44%  
Computers and Equipment 100% 35% 40% 40% 35% 35% 22.5% 32.5% 48%  
Musical Instruments 100% 20% 30% 30% 20% 20% 30% 31.7% 36%  
Photographic and Cinematographic 
Instruments 
35% 30% 25% 25% 30% 30% 40% 31.7% 31%  
Photocopiers 30% 30% 20% 20% 30% 30% 20% 30% 26%  
Blank Recording Material 25% 25% 20% 20% 25% 25% 20% 25% 23%  
Paper 25% 25% 19% 15% 25% 25% 15% 25% 22%  
Table A2.4: Copyright Factors associated to Interdependent Industries 
* The Chinese study was conducted through the application of questionnaires, field surveys, quantitative analysis and an international comparative study. 
** Finland adopted the Copyright Factors used the Singaporean study. 
*** The Indonesian study is based on the Copyright Factors from Singapore, Thailand and Malaysia. 
**** The Malaysian study is based on interviews and surveys. 
***** The study from Philippines is based on Copyright Factors from Singapore. 
****** The Singaporean Copyright Factors were determined based on industry surveys, interviews and the application of numerical methods. 
******* The Thai Copyright Factors come from the Malaysian study, surveys and the estimation from the WIPO Guidelines. 





Table A2.5 – Study of the Copyright Factors associated to Partial Copyright Indus tries from China, Finland, Indonesia, Malaysia, Philippines, Singapore, Thailand and 
The Netherlands and the determination of them for Brazilian Interdependent Industries , based on WIPO Reports (WIPO, 2004; 2008a, b; 2009a; 2012; 2014a, b, c) 
Partial Copyright Industries 
Copyright Factors 




Apparel, Textiles and Footwear 
0.4% 0.5%  35% 15% 0.4% 0.4% 15% 5.8% 9,06%  











Other Crafts 40% 41% 
50% (crafts) 
26.7% 42% 42% 30% 39.3% 40,75% 
80% 
(handicraft) 











Household Goods, China and Glass  
0.3% 0.55% 2.5% 0.38% 0.6% 0.6% 0.38% 0.9% 0,78%  
Wallcoverings and Carpets 
2% 1.9% 3% 1.08% 1.7% 1.7% 1.08% 2% 1,81%  
Toys and Games 
40% 46% 36.23% 26.7% 42% 42% 40% 44% 39,62% 
Architecture, Engineering, Surveying 
6% 9% 25% 5.28% 8.3% 8.3% 30% 8.1% 12,50% 
Interior Design 
5% N/A 20% 5.28% 8.3% 8.3% 30% 12.1% 12,71% 
Museums 
0.5% 50% 8% N/A N/A N/A 10% 36.8% 21,06% 
Table A2.5: Copyright Factors associated to Partial Copyright Industries  
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* The Chinese study was conducted through the application of questionnaires, field surveys, quantitative analysis and an international comparative study. 
** The Finnish study is based on the Dutch report from 2014.  
*** The Indonesian study is based on the Copyright Factors from Singapore, Thailand and Malaysia. 
**** The Malaysian study is based on surveys and also on the average of the Copyright Factors from Singapore and Hungary. 
***** The study from Philippines is based on Copyright Factors from Singapore. 
****** The Singaporean Copyright Factors were determined based on industry surveys and interviews. 
******* The Thai Copyright Factors come from the Malaysian study, surveys and the estimation from the WIPO Guidelines. 





Table A3.1 - Mapping Cultural Industries (Core Arts Field) using Concentric Circles approach, ISIC Rev. 3.1 and ISIC Rev. 4 codes and the correspondent Brazilian 
nomenclature on economic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 
Concentric Circles (KEA, 2006) – Industry-based approach on the Creative Industries’ employment 
 
  
Core Arts Field 
 







Visual Arts Crafts According to KEA (2006), 
the Crafts sector "ranges in 
most categories in 
manufacturing and retail".                                                                                                                                                                   
It "can only be captured in 
individual firms' trade 
descriptions including 
"crafts, "handmade 
products", etc" (KEA, 2006: 
309).                                                                                                  
However, given the interest 
of traditional manufacturing 
activities to the context of 
13.59-6 Manufacturing of laces, embroideries and embroidered fabrics  
16.29-3 Manufacture of wooden artifacts and wood carving and Manufacture of craftwork of wood, 
cork, rattan, straw and other plaiting materials  
31.01-2 Manufacture of wooden furniture 
31.03-9 Manufacture of rattan, reed and braided straw furniture 
32.12-4 Manufacture of bijou and imitation jewellery made of clay, wood, rubber, fish leather 
32.20-5 Manufacture of musical instruments inherited from the african slaves, such as "berimbau", 
"zabumba", "cuica" 
32.40-0 Manufacture of handcrafted toys  
23.49-4 Manufacture of ceramic or clay craftwork 
32.99-0 Manufacture of costumes, items and decorations for Carnival 
23.99-1 Decoration, lapidary, engraving and glazing of ceramics, china, glass and crystal 
32.99-0 Manufacture of decorative candles  
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Brazil, we considered some 
codes representing the 
traditional manufacturing 
related to Crafts (ceramics 
design and decoration, glass, 
wooden and rattan articles, 
Carnival costumes and 
jewellery), but in a very 
small proportion of each 
code: 5%                                
25.93-4 Manufacture of metal chandeliers and pans  
13.52-9 Manufacture of handcrafted tapestry (knotted rugs) 
15.21-1 Manufacture of golden grass bags and purses  
23.30-3 Manufacture of articles of plaster of Paris  
13.51-1 Manufacture of hammocks and table runners  
47.89-0 Retail sale of souvenirs and craftwork 
23.19-2 Manufacture of glass craftwork 
23.91-5 Manufacture of marble, granite, slate and other stones craftwork; Manufacture of cookware 
and sculptures of soapstone 
32.11-6 Gemstone lapidary and Coins striking 
Paintings 5239 4773 47.89-0 Retail sale of paintings 
7010 6810 68.10-2 Renting and operating of self-owned property 





90.02-7 Activities of individual painters  
90.03-5 Operation of arts facilities  
9232 9102 91.02-3 Operation of art museums 
9112 9412 94.12-0 Associations of painters  
Sculpture 5239 4773 47.89-0 Retail sale of art objects  
7010 6810 68.10-2 Renting and operating of self-owned property 





90.02-7 Activities of individual sculptors  
90.03-5 Operation of arts facilities  
9232 9102 91.02-3 Operation of art museums 
9112 9412 94.12-0 Associations of sculptors  
Photography 7494 7420 74.20-0 Photographic activities (except aerial and underwater); Aerial and underwater photographic 
activities; Photographic laboratories; Microfilming of documents 
9220 6391 63.91-7 News agency activities  










Dance Dance show production 
Circus Circus production 
Heritage Museums 9232 9102 91.02-3 Museums activities and operation of historical (archaeological) sites  
Archaeological 
sites 
Arts & antique 
markets 
5240 4774 47.85-7 Retail sale of antiques 
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Libraries 9231 9101 91.01-5 Library and archives activities  
Archives 




Table A3.2 - Mapping Cultural Industries (Circle I - Cultural Industries) using Concentric Circles approach, ISIC Rev. 3.1 and ISIC Rev. 4 codes and the 
correspondent Brazilian nomenclature on economic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 
Concentric Circles (KEA, 2006) – Industry-based approach on the Creative Industries’ employment 
 
  
Circle I: Cultural Industries  
 









Production (including the production of 
commercials, activities of studios) 
9211 5911 59.11-1 Cinematographic studios; Production of movies for advertisement; 
Activities of cinematographic production and videos n.e.c. 
5912 59.12-0 Dubbing services; Sound mixing services; Post-production activities n.e.c. 
Distribution of film and video 9211 5913 59.13-8 Cinematographic and video distribution 
Projection of film and video 9212 5914 59.14-6 Motion picture projection 
Reproduction of film and video 2230 1820 18.30-0 Video reproduction 
Wholesale of film and video 5139 4649 46.49-4 Wholesale of recorded music 
Retail sale of film and video 5233 4762 47.62-8 Retail sale of recorded music 
Renting of film and video 7130 7722 77.22-5 Renting of recorded music 
Television 
and Radio 
Production of radio and television programmes 
whether or not combined with the broadcasting 
9213 5920 59.20-1 Production of taped radio programming and independent producers  
6010 60.10-1 Radio broadcasting 
6020 60.21-7 Free-to-air television activities  
60.22-5 Cable television activities  
Cable and satellite distribution of TV 6420 6110 61.10-8 Cable television 
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Development, production, supply and 
documentation of ready-made (non-customized) 
software including games 
7221 5820 62.03-1 Ready-made software publishing 
Music Creation and interpretation 9214 9000 90.01-9 Musical production 
Music publishing/ Distribution activities  2213 5920 59.20-1 Sound recording and music publishing activities  
Reproduction of music 2230 1820 18.30-0 Reproduction of recorded music 
Recorded music market 5139 4649 46.49-4 Wholesale of recorded music 
5233 4762 47.62-8 Retail sale of recorded music 
7130 7722 77.22-5 Renting of recorded music 
Books and 
Press 
Publishing of books, magazines and newspapers  2211 5811 58.11-5 Publishing of books 





58.12-3 Publishing of daily and non-daily newspapers 
58.22-1 Publishing integrated to printing of daily and non-daily newspapers 
58.13-1 Publishing of magazines 
58.23-9 Publishing integrated to printing of magazines  
Wholesale of books, magazines and newspapers  5139 4649 46.47-8 Wholesale of press and literature 
Retail sale of magazines, newspapers and books  5239 4761 47.61-0 Retail sale of books, newspapers and magazines  
Retail sale of books via mail order 5251 4791 47.61-0 Retail sale of books, newspapers and magazines  via mail order 











Table A3.3 - Mapping Cultural Industries (Circle II - Creative Industries and Activities ) using Concentric Circles approach, ISIC Rev. 3.1 and ISIC Rev. 4 codes and 
the correspondent Brazilian nomenclature on economic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 
Concentric Circles (KEA, 2006) – Industry-based approach on the Creative Industries’ employment 
 
  
Circle II: Creative Industries and Activities  
 







Architecture Architectural services 7421 7110 71.11-1 Architectural activities 
Landscape architecture services  
Engineering services 71.12-0 Engineering activities  
Other scientific and technical consulting services  71.19-7 Technical activities related to architecture and engineering  
Design Fashion design 1721 1392 13.51-1 Manufacture of textile articles for home use 
1810 1410 14.11-8 Manufacture of underwear 
14.12-6 Manufacture of ready-to-wear wearing apparel 
Manufacture of made-to-measure wearing apparel 
14.13-4 Manufacture of ready-to-wear workwear 
Manufacture of made-to-measure workwear 
1420 14.14-2 Manufacture of accessories (also articles of fur) 
1430 14.21-5 Manufacture of knitted and crocheted hosiery 
14.22-3 Manufacture of other knitted and crocheted apparel 
1920 1520 15.31-9 Manufacture of leather footwear 
15.32-7 Manufacture of footwear in any material 
15.33-5 Manufacture of synthetic material footwear 
15.39-4 Manufacture of footwear in materials n.e.c. 
5110 4610 46.16-8 Agents involved in the sale of textiles, clothing, footwear and leather 
goods 
5131 4641 46.41-9 Wholesale of textiles 
46.42-7 Wholesale of clothing, except professional and security  
Wholesale of professional clothing 
46.43-5 Wholesale of footwear 
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5232 4751 47.55-5 Retail sale of textiles 
4771 47.81-4 Retail sale of apparel 
47.82-2 Retail sale of footwear 
2691 2393 23.49-4 Manufacture of ceramic or clay products 
Graphic design 2221 1811 18.13-0 Printing connected to graphic design 
2222 1812 18.21-1 Pre-press services 
18.22-9 Post-press services 
7430 7310 74.90-1 Graphic design activities connected to advertising 
7499 7410 74.10-2 Graphic design activities  
9214 9000 90.02-7 Activities of individual graphic designers  
Product design 2221 1811 18.13-0 Printing connected to product design 
7430 7310 74.90-1 Product design activities connected to advertising 
7499 7410 74.10-2 Product design activities  
Interior design 7499 7410 74.10-2 Interior decorators activities 
Advertising Operations of advertising agencies and services  7430 7310 73.11-4 Advertising agencies 
Consultancy 73.19-0 Advertising consultancy services  
Table  A3.3: Concentric Circles mapping – Circle  II: Creative Industries and Activities 
 
 
Table A3.4 - Mapping Cultural Industries (Circle III - Related Industries) using Concentric Circles approach, ISIC Rev. 3.1 and ISIC Rev. 4 codes and the 
correspondent Brazilian nomenclature on economic activities CNAE 2.2  
Classificação Nacional das Atividades Econômicas - CNAE 2.2, at the detail of five-digit codes 
 
Concentric Circles (KEA, 2006) - Industry-based approach on the Creative Industries' employment 
 
  
Circle 3: Related Industries  
 







Televisions, Radios, Video 
Cassette Recorders, CD, MP3, 
Manufacture, Wholesale, 
Retail Sale and Renting of 
3230 2640 26.40-0 Manufacture of consumer electronics and electronic games (video 
game consoles) 3694 
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MP4 and DVD Players, Video 
Game Consoles, Speaker 
System, Jukeboxes, Amplifiers, 
etc 
Consumer Electronics 5139 4649 46.49-4 Wholesale of consumer electronics  
5233 4742 47.53-9 Retail sale of consumer electronics  
4741 47.51-2 Retail sale of video game consoles  
7130 7729 77.29-2 Renting of personal and household goods n.e.c. 
Computers, Peripheral 
Equipment and Software 
 Manufacture, Wholesale, 
Retail Sale and Renting of 
Computers, Peripheral 
Equipment and Software 
3000 2620 26.21-3 Manufacture of computers  
26.22-1 Manufacture of peripheral equipment 
5151 4651 46.51-6 Wholesale of computers and peripheral equipment 
5239 4741 47.51-2 Retail sale of computers and peripheral equipment 
7123 7730 77.33-1 Renting of computers and peripheral equipment 
Optical Instruments, 
Photographic and 
Cinematographic Equipment and 
Digital Cameras 
Manufacture, Wholesale, 




and Digital Cameras 
3320 2670 26.70-1 Manufacture of photographic and cinematographic instruments (also 
digital cameras) 3230 
5139 4649 46.49-4 Wholesale of photographic and cinematographic instruments  
5239 4773 47.89-0 Retail sale of photographic and cinematographic instruments  
7129 7730 77.39-0 Renting of photographic and cinematographic instruments 
Photocopiers Manufacture, Wholesale, 
Retail Sale of Photocopiers  
3000 2817 28.29-1 Manufacture of photocopiers  
5159 4659 46.69-9 Wholesale of photocopiers  
5239 4741 47.51-2 Retail sale of photocopiers  
7123 7730 77.33-1 Renting of photocopiers 
Blank Recording Material Manufacture, Wholesale and 
Retail of Blank Recording 
Material 
2429 2029 20.99-1 Manufacture of chemical preparations for photographic uses  
2680 26.80-9 Manufacture of unrecorded media 
5152 4652 46.51-6 Wholesale of unrecorded media 
5233 4762 47.62-8 Retail sale of unrecorded media 
Table  A3.4: Concentric Circles mapping – Circle  III: Related Industries 
Source: 2006 KEA Report 
* The selection of codes was based on KEA (2006) The Economy of Culture in Europe - Study prepared for the European Commission, available online at: http://ec.europa.eu/culture/library/studies/cultural-
economy_en.pdf [accessed in September 2015]. 
** Correspondence Tables between ISIC Rev. 3.1 and ISIC Rev. 4 available online at: http://unstats.un.org/unsd/cr/registry/regso.asp?Ci=60&Lg=1 [accessed in September 2015]. 
*** Correspondence Tables between ISIC Rev. 4 and the Brazilian nomenclature CNAE 22 available online at: http://www1.ibge.gov.br/home/estatistica/economia/classificacoes/cnae2.0/correspondencia3.pdf 






Table A4 - Mapping Cultural Industries using UNCTAD approach, CPC 2.0 and ISIC Rev. 4 codes and the correspondent Brazilian nomenclature on economic 
activities CNAE 2.2  














are considered at 
the percentage of 
5%. 
13.59-6 Manufacturing of laces, embroideries and embroidered fabrics  
16.29-3 Manufacture of wooden artifacts and wood carving and Manufacture of craftwork of wood, cork, rattan, straw 
and other plaiting materials  
31.01-2 Manufacture of wooden furniture 
31.03-9 Manufacture of rattan, reed and braided straw furniture 
32.12-4 Manufacture of bijou and imitation jewellery made of clay, wood, rubber, fish leather 
32.20-5 Manufacture of musical instruments inherited from the African slaves, such as "berimbau", "zabumba", "cuica" 
32.40-0 Manufacture of handcrafted toys  
23.49-4 Manufacture of ceramic or clay craftwork 
32.99-0 Manufacture of costumes, items and decorations for Carnival 
23.99-1 Decoration, lapidary, engraving and glazing of ceramics, china, glass and crystal 
32.99-0 Manufacture of decorative candles  
25.93-4 Manufacture of metal chandeliers and pans  
13.52-9 Manufacture of handcrafted tapestry (knotted rugs) 
15.21-1 Manufacture of golden grass bags and purses  
23.30-3 Manufacture of articles of plaster of Paris  
13.51-1 Manufacture of hammocks and table runners  
47.89-0 Retail sale of souvenirs and craftwork 
23.19-2 Manufacture of glass craftwork 
23.91-5 Manufacture of marble, granite, slate and other s tones craftwork; Manufacture of cookware and sculptures of 
soapstone 
32.11-6 Gemstone lapidary and Coins striking 
Visual Arts Photography 83811 7420 74.20-0 Portrait photography services  
83812 Advertising and related photography services  
83813 Event photography and event videography services  
83814 Aerial and submarine photography services  
83815 Restoration and retouching services of photography 




83820 Photography processing services  
Paintings & 
sculptures 








90.01-9 Promotion, organization, production and presentation of theatrical shows 
Promotion, organization, production and presentation of music shows  
Promotion, organization, production and presentation of dance shows  
96220 Promotion, organization, production and presentation of circus and puppet sho ws 
Promotion, organization, production and presentation of rodeos  
96230 90.03-5 Operation of performing arts facilities  
96290 90.01-9 Sound and lighting activities  
Other services related to performing arts  
96310 90.01-9 Activities of performing artists (theatre) 
Activities of performing artists (music) 
Activities of performing artists (dance) 
Activities of performing artists (circus and puppet show) 
Activities of performing artists (rodeo) 
Music 96111 5920 59.20-1 Sound recording services  
96112 
89123 1820 18.30-0 Reproduction of recorded media 






89110 5811 58.11-5 Publishing of books 
58.21-2 Publishing integrated to printing of books  
5813 58.12-3 Publishing of daily and non-daily newspapers 
58.13-1 Publishing of magazines and periodicals  
58.22-1 Publishing integrated to printing of daily and non-daily newspapers 
58.23-9 Publishing integrated to printing of magazines and periodicals  
5920 59.20-1 Publishing of recorded media 
5819 58.19-1 Publishing of directories, mailing lists and other graphic articles  
58.29-8 Publishing integrated to printing of directories, mailing lists and other graphic articles  
5820 62.02-3 Publishing of customized software 
62.03-1 Publishing of non-customized (ready-made) software 
89121 1811 18.11-3 Newspapers printing 
Books, magazines and periodicals printing 
18.13-0 Printing of material for advertising uses  
Printing of material for divers ified uses 
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89122 1812 18.21-1 Pre-press services 
18.22-9 Post-press services 







84631 6010 60.10-1 Radio broadcasting 
6020 60.21-7 Free-to-air television activities  
60.22-5 Cable television activities  
96122 5920 59.20-1 Radio programme production services  






96137 5920 59.20-1 Sound editing and design services  
96139 5912 59.12-0 Other post-production services 
84632 6020 60.22-5 Home programme distribution services (pay television) 
84633 
84634 
84420 6391 63.91-7 News agency activities  
Film 96121 5911 59.11-1 Motion picture and video tape production services  
Production of movies for advertisement 
Television programme production services  
96140 5913 59.13-8 Motion picture, video and television programme distribution 
96150 5914 59.14-6 Motion picture projection services 
Design Interior 83911 7410 74.10-2 Interior design activities  
83919 7410 74.10-2 Furniture design 
88901 3100 31.01-2 Manufacture of furniture 
31.02-1 
31.03-9 
Jewellery 83919 7410 74.10-2 Jewellery design 
88902 3211 32.11-6 Manufacture of jewellery 
88903 3212 32.12-4 Manufacture of imitation jewellery 
Toy 88906 3240 32.40-0 Manufacture of games and toys  
New Media Digital 
Online 
84311 5811 58.11-5 Online books 
84312 5813 58.12-3 Online daily and non-daily newspapers 
88 
 
Content 58.13-1 Online magazines and periodicals  
84321 5920 59.20-1 Musical audio downloads 
84322 Streamed audio content 
84331 5911 59.13-8 Films and other video downloads  
84332 Streamed video content 
84391 5820 63.19-4 Online games 











83631 5812 58.19-1 Sale of advertising space in print media 
5813 58.12-3 
58.13-1 
83632 6010 60.10-1 Sale of radio advertising time 
6020 60.21-7 Sale of television advertising time 


















84510 9101 91.01-5 Library services 
84520 9101 91.01-5 Archive services 
96411 9102 91.02-3 Museum activities 
96412 9102 91.02-3 Preservation services of historical sites and buildings  
96421 9103 91.03-1 Botanical and zoological garden services  
96910 9321 93.21-2 Amusement park and similar attraction services  






73220 7722 77.22-5 Leasing or rental services concerning video tapes and disks  




73312 5812 58.19-1 Licensing services for the right to use databases  









73330 7740 77.40-3 Licensing services for the right to use R&D products  
73390 Licensing services for the right to use other intellectual property products  
Table A4: UNCTAD mapping 
Source: 2010 UNCTAD Report  
* The structure of UNCTAD approach is available at: http://unctad.org/en/Docs/ditctab20103_en.pdf [accessed in September 2015]. 
** The correspondence table between CPC 2.0 and ISIC Rev. 4 is available at https://unstats.un.org/unsd/cr/registry/docs/CPCv2_structure.pdf [accessed in September 2015]. 
*** The correspondence table between ISIC Rev. 4 and CNAE 2.2 is available at http://www1.ibge.gov.br/home/estatistica/economia/classificacoes/cnae2.0/correspondencia3.pdf [accessed in September 
2015]. 
 
